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epression glass, Bakelite radios, Fiesta-ware, 

chromium cocktail shakers, and other 

production-line objects from the 1920s and ‘30s 
are rapidly becoming the “newest” antiques. Indeed, 
these increasingly sought-after pieces from the 
Machine Age are now icons of an important era of 
American industrial design. This historic merger 
of art and industry was inspired, above all, by the 
luxury goods displayed at the 1925 Paris exposition 
from which the term Art Deco derives. The ornate 
"modernistic" style promoted by the exposition 
quickly influenced even the design of humble utili- 
tarian objects—ranging from five-and-dime store 
rouge pots to kitchen utensils, from advertising 
graphics to book and fabric design, from wallpaper 
to furniture. 

In recent years Art Deco has come to include a 
much broader range of objects, graphics, and furnish- 
ings than when it first caught America’s attention in 
the 1920s and ‘30s, and then again from the 1960s 
onward. Early modernist mass-produced artifacts that 
not too long ago were regarded as "kitsch" are now 
examined from a new perspective, and many of these 
items have moved into higher-priced categories in the 
marketplace. In the 1980s, the catchall phrase Dime 
store Deco came into use to differentiate these 
Depression-era, mass-produced, Art Deco-influenced 
artifacts from the original, limited-production French 
and European Art Deco of the 1920s. In this book, the 
term is meant to encompass those popular modern 
and streamlined items designed and manufactured for 
the millions of consumers eager to embrace the 
“world of tomorrow" as a way of dealing with the 
depressing present: the kind of forward-looking 
objects and design graphics that people lived with 
every day in the late 1920s and 1930s. 

By the 1930s, now-famous designers like Paul 
Frankl, Walter von Nessen, Raymond Loewy, Norman 
Bel Geddes, Gilbert Rohde, Donald Deskey, and 
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made of molded red Plexon and trimmed with clear Lucite, 1946 
model; tango orange glazed-ceramic vase in combination skyscraper- 
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cigarette box supported by 1920s flappers of painted green iron. 
Title page: Chromium "Turnover" toaster featuring an Art Deco 
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Mansfield Works, Mansfield, Ohio, ca. 1927. Frontispiece: Catalin 
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Sentinel, 1945. 
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Opposite: Seeing the New 
York World's Fair by Elsie- 
Jean, an officially licensed 
children's activity book, 
McLoughlin Bros., Inc., Spring- 
field, Massachusetts, 1939. 
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In recent years the term Art Deco has come to include 
a much broader range of objects, graphics, and fur- 
nishings than when it first caught America’s attention 
in the 1920s and ‘30s and then again in the 1960s. 
Early modernist mass-produced artifacts that not too 
long ago were regarded as “kitsch” are now exam- 
ined from a new perspective and with greater appreci- 
ation. Consequently, many of these items have moved 
into higher-priced categories in the "new antique" 
marketplace. In the 1980s, to differentiate Depression- 
era mass-produced Art Deco-influenced artifacts from 
original, limited-production French and European Art 
Deco of the 1920s, dealers, collectors, and writers 
began to use the catchall phrase popular Art Deco. 
For the purposes of this book, the term is meant to 
encompass those popular modern and streamlined 
items designed and manufactured for the millions of 
consumers eager to embrace the "world of tomor- 
row” as a way of dealing with the Great Depression: 
the kind of forward-looking objects and design graph- 


ics that people lived with every day in the late 1920s 
and ‘30s. 

In surveying the wide variety of affordable products 
bearing the imprint of Art Deco—whether actually 
sold in dime stores or not—it seemed almost obliga- 
tory in this volume to extend the category of the 
mass-produced into the realm of radios, appliances, 
furniture, architectural decoration, and transportation, 
where the influence of this design style was clearly 
pervasive. Even though the average middle-class Ameri- 
can (who considered himself lucky to have any kind of 
income) could not easily afford a blue-mirror and 
chromium Sparton radio or drive a Chrysler Airflow 
or dance in the Rainbow Room or travel regularly 
aboard the new streamlined trains, he certainly as- 
pired someday to partake of such luxuries—as so 
many popular songs in the Depression made it clear: 
"Keep Your Sunny Side Up" and "Make Way for Kid 
Prosperity" 

Mass marketing and mass production, as they are 
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An American family of the 


: 


1930s with their pet Scottie 
dog on the cover of a health- 


diet recipe pamphlet pub- 


lished by W K. Kellogg, Bat- 


tle Creek, Michigan, 1933. 
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known today, came directly out of early explorations 
of the machine aesthetic of the 1930s and the new 
concept of merging art and industry. Much of what 
was produced is surprisingly effective and sophisti- 
cated by today's standards. It is as if the machines 
used in modern manufacturing processes were in 
competition with fine craftsmen of earlier times to 
produce quality that now could be achieved by using 
technology. These early mass-consumer items leave 
us with a rich heritage of unique objects that are very 
striking and important in terms of what we collect 
and use today as “Deco.” 

The architecture critic of the New York Times, Paul 
Goldberger, noted in an Art Deco Society newsletter 
in 1982 that a broad-range concept of Art Deco was 
then beginning to take hold, but this was not neces- 
sarily seen as conflicting or competing with strict 
constructivist viewpoints held at the inception of the 
movement. In fact, much of Art Deco has always 
included a cross-current of modernist stytes, for some 
of it was created for a high-priced market and some 
for mass consumption. 

In the early 1930s, a gentleman "painting the town 
red" at an Art Deco-style nightclub might have lit his 
lady's cigarette with either a flash-zip Deco-designed 
Ronson lighter or a paper matchbook with strong 
Deco advertising graphics on its cover. By the same 
token, though milady's cigarettes may have been kept 
in a Deco-style smoking case, the original cigarette 
package would also have been designed in a modern- 
istic style, be it Lucky Strike Green, Spud, Wings, 


trial designers continuously helped create new prod- 


Cigarette case, chrome metal 
and green enamel, Evans 
Manufacturing, 1930s. 


Presto cigarette case, metal 
and black lacquer with 
pseudo-eggshell and 
skyscraper motif 


Engraved gold-leaf leather 
card and note case, August 
Sirk Co. 


ucts in the 1930s for an ever-growing marketplace. 
Lionel Tiger, professor of anthropology at Rutgers 
University, pointed out ina New York Times article in 
January 1987, that "Our things help define who we 
are. Old things confirm that we have perdured, we 
have come through. They are easier to appreciate if 


or Fatima. 

The top commercial artists of that period (in retro- 
spect now regarded as first-rate artists in their own 
right) not only designed consumer-goods packaging 
and advertisements but book-jacket graphics and even 
matchbook covers. In similar fashion, influential indus- 


Roy Lichtenstein's Modern 
Painting with Bolt, 1967, oil 
and magna on canvas; col- 
lection Sidney Janis, New 
York, gift to Museum of 
Modern Art. Photograph by 
Rudolph Burckhardt. 
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Commemorative bronze medal, 
A Century of Progress, Chi- 
cago, 1933. 


NRA Member, “We Do Our 
Part," National Recovery Act 
store-display statue, painted 
metal alloy. 


the art cognoscenti announce that they are beautiful." 
Tiger also noted that the old objects, and not just 
those that have reached official antique status, were 
always well designed and constructed. They have 
remained the same. We have changed. He claimed 
that industrial designers are really the folk artists of 
our civilization and that the work they did, objets from 
a relatively recent past, are as vital and reflective of 
our life and times as the ceremonial treasures we line 
up on museum walls. 

Under the same influence that Art Deco had had on 
the style and imagination of the 1920s, artisans who 
designed objects in the 1930s invested their furniture, 
architecture, and utilitarian artifacts with a sleeker, 
more modernistic style that was pleasing to the eye 
and easier to live with. It is this spirit of a forward- 
looking "over-the-rainbow" optimism in the midst of a 
great Depression that we are dealing with in this 
volume. As Little Orphan Annie told her dog, Sandy, in 
a comic strip from the early 1930s, while she happily 
cooked up a Depression meal on the stove, "If you 
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work hard enough even in—hard times—you can find 
that chicken in a pot on your very own stove!” Ameri- 
cans who were not on relief or standing in breadlines 
struggled and toiled through the Great Depression, 
and to motivate and inspire them, architects, design- 
ers, and manufacturers produced an unending panoply 
of new buildings, products, and designs that were 
uniquely American. At the New York World's Fair of 
1939—40, visitors were eager to view the World of 
Tomorrow, which promised, among other things, that 
someday gas and electricity would cost them just 
pennies a year. This fair, which was a tribute to the 
ideas of the modernist movement, became the stylis- 
tic zenith of the 1930s, which now may easily be 
referred to as "the design decade.” 

In the late 1980s, Deco came to be regarded as a 
"classic" twentieth-century style, with two important 
museum shows focusing just on Art Deco in America. 
"The Machine Age in America, 1918-1941” originated 
at the Brooklyn Museum and traveled to Pittsburgh, 
Los Angeles, and Atlanta, and the Smithsonian Insti- 
tution s National Museum of American Art's "Ameri- 
can Art Deco" was launched at the Renwick Gallery in 
Washington, D.C., and traveled to Miami, Omaha, 
Tulsa, and St. Paul, Minnesota. 

Some of the prime Deco design examples culled 
from popular culture that are now prized and culti- 
vated as "mainstream" Deco by connoisseurs of this 
style are presented and interpreted here. Although 
yesterday's dime store Deco has not overtaken the 
original French-manner Deco or examples of designer 
Streamline Moderne, the two extremities of Art Deco 
do regularly complement each other at popular an- 
tique shows or in auction-house catalogs. 


Dipsa EVER TASTE ANYTHING 
GooD As OVALTINE ? 
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Little Orphan Annie ceramic 
Ovaltine mug, radio premium 
from the Wander Company, 
Chicago, Illinois, 1933. 


Little Orphan Annie "plug-in" 
Depression-green enamel on 
metal toy stove with electric 
coils for children to heat up 
their pot of Ovaltine, 1933. 
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The term Art Deco is derived from the name of the 
1925 Paris Exposition Internationale des Arts Décoratifs 
et Industriels Modernes. This mid-1920s world's fair 
of innovative decorative arts and architecture is gen- 
erally acknowledged as the starting point from which 
neoteric styles of design began to take firm hold in 
both the European and American marketplace. In the 
late 1920s and early 1930s, the advanced concepts 
developed at the 1925 exposition were most often 
referred to as simply "modern" or “modernism.” Other 
descriptive terms used during those early years were 
Art Moderne, Jazz Moderne, and the New York Style, 
the latter referring to the city's craze for higher and 
higher skyscrapers. 

It was only in 1966 when the Paris Musée des Arts 
Décoratifs held its retrospective of design styles ema- 
nating from the 1925 exposition that the catchall 
expression Art Deco began to come into popular 


usage in describing the revival of interest in that form. 


In the aftermath of intense focus in the late sixties 


| E 


and early seventies, Art Deco was often shortened to 
a quick, convenient "Deco," e.g., a Deco vase, Deco 
jewelry, or a Deco building. Thus we also began to 
hear mention of "the Deco style" in painting, graph- 
ics, objects, and furniture. 

In reality there were rumblings of what came to be 
known as Art Deco, or modernism, even prior to 1925. 
In 1908 the new dress designs of couturier Paul Poiret 
were presented by Paul Iribe in book form in Modigliani- 
like drawings of elongated fantasy women in billow- 
ing garb that now look Art Deco. In 1912 Poiret opened 
a design studio in Paris, Atelier Martine, where he 
sold his attractively packaged Deco-style vials of 
perfume in an atmosphere of modernity reflecting 
advanced German and Austrian design. There was 
also the important influence of Sergei Diaghilev's 
Ballets Russes dance company, which came to Paris in 
1909 with abstract geometric forms in patterns for 
costumes and stage-set motifs. The Munich Werkbund, 
whose motto and purpose was to create a union 


White-metal figural mood- 
lamp with green bronze finish 
on marble base by Max 
LeVerrier, height 20". Avail- 
able originally from 
LeVerrier's prominent Paris 
design art studio, ca. 1925. 


c 


White glazed-ceramic Deco 
flower vase, ca. 1930s. 
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between art and industry, including crafts and archi- 
tecture, first established workshops in 1907. Although 
France had originally planned to have a modernist 
exhibition on public view by 1915, the advent of World 
War | postponed this exposition until after the war. 
René Guillére, founder of the Société des Artistes- 
Décorateurs, had opened the shop Primavera in Paris 
prior to World War |, but it was not really in full 
operation until after the war when its workshops 
were implemented. 

The Bauhaus also had a strong impact on modern- 
ism in the early 1920s. Founded in Weimar by Walter 
Gropius in 1919, the Bauhaus collective moved to its 
newly designed, starkly modern headquarters in 1925. 
There, the influential group created bold new technics 
and models for industry and housing, espousing sparse 
decorative schemes for their interiors. Chief director 
of the school until 1928, Gropius eventually emigrated 
to the United States where he became chairman of 
the Graduate School of Design at Harvard. Until the 
Bauhaus was closed down in 1933 by the Nazis, men 
like Richard Neutra, Hannes Meyer, and Ludwig Mies 
van der Rohe continued to pursue their aesthetic of 


French Art Deco table clock 
in blue terra-cotta, ca. 1925. 


White metal bookends with a 
green-bronze patina depict 
storybook Rennaissance- 
style women reinterpreted in 
the Art Deco mode. Signed 
M. L. Verrier, the pair was 
sold at Primavera, Paris, 
1925. 
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Glazed-ceramic vase with 
zigzag motif, Germany, late 
1920s. 


Glazed-ceramic bud vase with 
leaping deer ca. 1930s. 
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Asta magazine, January 1929, 
painting of Oriental dancer in 
feather headdress by Frank 
Mcintosh. 
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Lightning-bolt standing ash- 
tray, height 27 in., made of 

iron and painted green and 

orange. Made in the U.S.A., 
1920s. 


Mantel windup clock of French 
metal on marble base with 
electric lights behind yellow 
celluloid featuring two Casino 
de Paris show-girl nudes, with 
zigzag, floral, and sunburst 
Deco motifs, signed Limousin, 
1925. 


"Les Fontaines," 1075 in., 
souvenir plate made in En- 
gland for the 1925 Paris Expo- 
sition Internationale des Arts 
Décoratifs et Industriels 
Modernes. 


the purely linear and functional, which came to influence 
one very important aspect of Art Deco. Curiously, 
while Hitler had a distaste for modernism, his black 
swastika symbol set against a white circle upon a red 
background is pure Bauhaus. Among others, American 
Indians had used the swastika, weaving it into their 
tapestries and baskets. While some of the Bauhaus 
design ethic is traceable to American Indian tribes 
that employed variations of the purely geometric in 
everyday utilitarian objects such as blankets, rugs, 
teepee coverings, ceramic jugs and bowls, garments, 
and jewelry, as well as their imaginative decorative 
arts, much of the strict and formal modernism of 
Bauhaus had its roots in the aesthetic of the machine. 

The Bauhaus dictum was to aid in the evolution of 
the technology of the machine and mass production. 
The prefabricated units employed in advanced hous- 
ing estates exhibited at Weissenhof in Stuttgart in 
1927 were examples of this. The Bauhaus as well as 
the Dutch De Stijl movement were excluded from the 
1925 Paris exposition because they expressed little 
regard for French ornamentation, preferring to focus 
on the linear and geometric aspects of modernity, 
Many "ism" movements also proved to be important 
in the development of Art Deco as a formal design 
style, including Dadaism, whose exponents equated 
men with machines even though they were opposed 
to mass production; Surrealism, which was meant to 
reveal the subconscious as influenced by the indus- 
trial complex; Cubism and Fauvism, which were char- 
acterized by geometric components of images and 
bright and violent colors; and Vorticism, Futurism, 
Constructivism, the Wiener Werkstatte of Vienna, 
and the Munich Werkbund, all of which emphasized 
machines in their manifestoes. 

French Art Deco initially incorporated the rectilin- 
- ear and functional applications of the Bauhaus, but, in 


conjunction with this, added on elements of exotic 
curvilinear motifs adapted from Art Nouveau. Large 
baskets of zinnias or cabbage roses or cascading 
fountain motifs were applied right alongside stronger 
geometric patterns. The opening of Tutankhamen's 
tomb in 1922 helped to create an interest in reinter- 
pretations of Egyptian scarabs, pyramids, sphinxes, 
coiling snakes, elongated cats, and ziggurat progres- 
sions—themes that often occur and reoccur in Art 
Deco design. Aztec and Mayan cultures exerted their 
influence as old civilizations with monumental tem- 
ples and the bright hot colors of sun and desert. 
Decorative motifs from Assyria and Byzantium are 
also to be found in this modern format. African tribal 
designs and subject matter, including Zulu masks, 
jungle cockatoos, giant tropical leaf patterns, and 
other symbols coming out of primitive cultures were 
also integrated into the overall original concept of Art 
Deco. 


"Double-bud" vase featuring 


satyr on one side, nymph on 
the other, silver glaze on ce- 
ramic, marked Primavera, 


1923 
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American buyers and designers from department stores 
and in the fashion, graphics, and print industries went 
to the 1925 Paris exposition in search of new ideas 
that could be mass-marketed in the United States. 
The exposition included examples of modern architec- 
ture, innovative fashion and fabric design, and interior 
decoration and furniture design contributed by Italy, 
Russia, Poland, the Netherlands, Austria, Sweden, 
Denmark, Japan, Monaco, Czechoslovakia, Belgium, 
Spain, and Great Britain. France, of course, gave the 
exhibition its main thrust, incorporating in its exhibits 
all of the modern motifs in design and crafts devel- 
oped in Europe since the beginning of the twentieth 
century, The modern grandeur of this exposition insti- 
gated a design revolution in America. Americans had 
earlier been oblivious to modern commercial design 
concepts, so when Secretary of Commerce Herbert 
Hoover was invited to contribute to the Paris exposi- 
tion he declined, stating that America had nothing to 


offer that might be construed as being “modernistic.” 
German modern movements were noticeably absent. 
American architects and designers brought back 
from Paris not only the concept of merging art with 
industry, which was just what they had been looking 
for, but also a bold new modern design style that 
could be applied to architecture and to items de- 
signed to be manufactured on a mass scale. The bold 
geometry of this style included an overlay of romantic 
French-manner influences that featured elongated 
nude nymphets, leaping gazelles, tiered water foun- 
tains, lightning bolts, vivid sunburst patterns, and 


intricate floral and fern arrangements. Images show- 
9 g Modern zigzag table lamp de- 


ing a fascination with acceleration and speed in signed by Donald Deskey, 
action, such as airplanes, automobiles, or women 1927-31. Often sold in pairs 
dancing in "moderne" masklike faces with hair flying through specialty design 
out behind them in zigzag progression, were some of shops andit cud M 

. : ; stores, the lamp is nickel- 
the dramatic and appealing design elements that plated metal with glass. 
came into play in early Art Deco. Deskey-Vollmer, Inc. 


Me 


When Deco finally arrived in America after 1925, it 
was fully embraced by the sophisticated connoisseur, 
city dweller, jazz-baby flapper, and the elite cogno- 
scenti. It was, however, regarded with suspicion by 
wealthy and pious industrialists who along with the 
greater middle class had come out of old-fashioned or 
immigrant backgrounds that did not easily welcome 
change or the idea of "modern liberation." Neverthe- 
less, no one could escape the fact that something 
new and challenging was in the air. 

Part of this modern transformation was that women 
who once played their roles only in the home were 
now becoming active participants in the work force. 
With the burgeoning of the machine and industrial- 
complex economy, women were being employed in 
offices as secretaries, typists, and telephone opera- 
tors. Others not seeking glamorous careers in theater 
or motion pictures were sometimes working as wait- 
resses or bartenders or even as speakeasy hostesses, 
like the famed Texas Guinan who shouted out "Hello, 
suckers!” to the throngs of businessmen who enter- 
tained clients and girlfriends in her New York nightclub. 
New employment opportunities, along with 1920s 
fashions that called for above-the-knee short skirts, 
brought forth a more independent woman who now 
defiantly smoked Lucky Strike or Camel cigarettes in 
public, danced the Charleston all night long in jazz 
clubs, and drank bathtub gin with the gusto of any 
man. Modernity as a life-style was beginning to take 
hold in America. 

Another major thrust into American culture for the 
modern or Deco movement was packaging design and 
commercial products geared toward mass-market con- 
sumers. Perfume bottles, rouge and powder boxes, 
soapboxes, coffee tins, ink containers, and cigarette 
packaging all had to appeal to the idea of a modern 
new world that was to be dominated by technology 
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and the machine, promising a future dream of a 
perfect civilization geared to the comfort and pleasure 
of the masses. However, many people feared this new 
machine aesthetic, feeling that machine domination 
could ultimately destroy the human race. Books writ- 
ten and illustrated by John and Ruth Vassos, who 
created manifestolike tornes such as Contempo, Hu- 
manities, Phobia, and Ultimo, expressed a concern 
about the machine and the kind of fascist conforrnist 
society it might help to create. The idea that the 
individual might be swallowed up into the whole of 
the machine complex was expressed by Stuart Chase 
in Men and Machines (1929) who projected the “evil 
effects" of the future as: 


Too many machines; excess plant capacity; 
Riotous waste of natural resources; 

Too much labour in distribution and the overhead 
Services; 

Unemployment, cyclical and technological; 

A badly balanced flood of goods, often useless, often 
adulterated; 

Super-congestion in urban areas; 

A devastating ugliness in many regions; 

Smoke, noise and dust in needless volume; 
Over-mechanized play. 


Echoing other sentiments concerning the role played 
by the machine was C. A. Glasgold in an essay 
entítled "Design in America" from the book American 
Design (1930): 


We see ourselves immersed in a mechanical civili- 
zation and we fear lest the values of life be sub- 
merged beneath the inhuman weight of the machine. 
In sorne, this fear has tended to provoke a vigorous 
condemnation of the machine age and to arouse a 


nostalgic, yet vain longing for “the good old days.” 
Nevertheless we must accept contemporary condi- 
tions. It is utterly impossible to undo what has already 
been accomplished by Taut, Le Corbusier, Van der 
Rohe, Wright, Gropius and others. Besides, and what 
is more important, by the exercise of intelligence we 
can force the machine into the service of beauty. 


This conflict of fear and acceptance was also 
depicted in Fritz Lang's powerful 1926 German silent 
film Metropolis, which showed the exploitation of the 
worker who toiled at machines dorninated by the 
wealthy capitalist bosses who partied constantly in 
their vast, sumptuous Art Deco skyscraper office 
suites. 

Perhaps the realization that mankind could be 
reduced to cowering slaves in the rnarch of industrial- 
ization prompted the U.S. Suprerne Court in 1926 to 
uphold the constitutionality of local zoning in New 
York that set the stage for the future development of 
high-rise buildings. Strict height and sethack controls 
were imposed on skyscrapers, ensuring light and air 
at street level so that cities would not become a 
network of dark canyons. 


Jumbo Bakelite pen and orig- 
inal box, ca. 1930s. 


Modern packaging design: 
Waterman's Aztec brown ink 
bottle, ca. 1930. Carter's 
Kongo Black ink, ca. 1930. 
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Mohair fabric in a russet- 
colored circular pattern with 
three streamlines set against 
a pearl-gray background, used 
asa "tidy cover" for a stand- 
ing Victrola, ca. 1928. 
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American-made console 
table designed by G. Siegrist 
and executed by the Sterling 
Bronze Co., New York City, 
used nickel and chromium 
plate on bronze with exposed 
bronze chevrons, ca. 1934. 
Atop the table is a white 
metal mantel clock with 
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matching lamps featuring 
celluloid inserts, two Casino 
de Paris show-girl nudes, 
signed Limousin, 1925. Made 
in France, this windup clock 
with electric lights was sold 
at the famous Primavera 
shop in Paris. 


In the final analysis, Americans embraced the idea 
of the machine as a tool of progress. A sense of 
futurism, optimism, and indomitable confidence per- 
sisted in industry and in modern design, even in the 
decade that was to follow the stock market crash of 
1929. The Depression decade of the 1930s saw a new 
aspect of Deco design emerging in the marketplace: 
Streamlining. The streamlining concept created by 
industrial designers, some of whom had formerly 
worked as set designers, architects, or interior deco- 
rators, stripped Deco-design of its fauna and flora in 
favor of the aerodynamic-pure-line concept of motion 
and speed culled from scientific thinking. 
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Brushed chromium-plated 

D im. metal and glass clock 
designed by Gilbert Rohde, 
manufactured by the Herman 
Miller Clock Co., Zeeland, 
Michigan, 1933. 


An array of designers in the 1930s like Paul Frankl, 
Walter von Nessen, Raymond Loewy, Norman Bel 
Geddes, Gilbert Rohde, Donald Deskey, and Russel 
Wright ultramodernized and streamlined the designs 
of everyday things, focusing primarily on their function 
in a new marketplace. Manufacturers of clocks, lighting 
fixtures, radios, telephones, radiators, ships, trains, 
cars, buses, trucks, furniture, vacuum cleaners, mix- 
ers, and other common household appliances com- 
peted annually with dynamic new models making 
their appearance in stores and showrooms each Janu- 
ary—an eagerly awaited event. 

Beauty parlors, corner soda fountains and candy 
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shops, shoe stores, dress shoppes, offices, diners, 
restaurants, bakeries, and nightclubs were all enthu- 
siastic about gaining more business through modern- 
izing their premises in the new industrial materials of 
chromium steel, colored, marbleized, or black Vitrolite 
glass, tubular neon, clear glass brick, tinted mirrors, 
and recessed lighting. Americans who were not on 
the dole or standing in breadlines and could afford to 
make a purchase or use a service flocked to these 
sleek, shiny emporiums of modernity. 

The varying interrelated modernistic styles that 
contributed to what we now espouse as American Art 
Deco did not entirely cause a divorce from the 1925 
French-manner ornamentation style. On the contrary, 
the French Deco movement was also incorporated into 
the mass marketing of many objects. However, the 
chief momentum of the day became "less is more.” 
American contributions like streamlining or the sky- 
scraper motif ultimately came to dominate the 1930s, 
in that these were tailored specifically to the de- 
mands of industry. Today, the multifaceted machine- 
made artifacts, many developed by first-rate American 
industrial designers from the age of early modernity, 
are at the very heart of the American Deco experi- 
ence. This does not lessen the importance or the 
impact of the original French craftsmen or artisans 
whose fine renderings now command high prices at 
galleries and auction houses and are collected by 
museums around the world. It does demonstrate how 
Americans reinterpreted even that form to suit their 
own commercially oriented needs. 

In America, a fast-paced modernity took a particu- 
larly strong hold not just on the world of packaging 
and products, or on decorative objects and furnish- 
ings, but on advertising promotion as well—in adver- 
p l N tisements, matchbook graphics, magazine covers, and 

i book-jacket design. Terms such as Modernism, Art 
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Moderne, Streamline Moderne, Industrial Moderne, 
Jazz Moderne abounded in the 1930s, but today we 
tend to think of all of these as belonging under the 
umbrella of Art Deco, or just Deco. In writing on the 
style of the 1920s and ‘30s we have used each of the 
above terms in different categories to apply to a 
specific situation or design concept. This only points 
to the signs along the road that led to the overall use 
of Art Deco to cover these numerous interrelated 
styles. 

The way in which modernity and Art Deco entered 
every phase and aspect of American life and the 
extreme popularity of the concept of modernization 
became a uniquely American experience that was, at 
first, considered highbrow, but eventually became the 
nonelitist property of everyone. In the middle of the 
Great Depression, it seemed that everybody began to 
adopt the idea of "going modern," either in their 
present circumstances or at some future time when 
they could afford it. The idea of a Future Moderne 
was there in almost every new product in the Depres- 
sion; or it struck you each time you entered a rede- 
signed super-Deco modernistic Automat restaurant or 
a neonized stainless-steel streamlined diner. By the 
1930s the machine aesthetic, the merging of art and 
industry, had implemented itself into American culture. 

Historically Art Deco came to a stop as a style 
following the New York World's Fair of 1939—40. The 
World War II years seemed to demand a more squared- 


off look for everything, almost as part of the defense 
buildup against the enemy. Greta Garbo left M-G-M, 
and America imported a more subdued and robust 
Greer Garson in her place. In the aftermath of the war, 
with servicemen returning from years of deprivation 
and women toughened by working the swing shift in 
defense plants, the materialistic fifties decade came 
into full stride. Though some of the new scarab 
shapes in postwar automotive design, such as the 
Hudson, Lincoln, Mercury, and Nash, resembled the 
cars of tomorrow shown in the Futurama exhibit at 
the 1939 World's Fair, it was ultimately the rocketship 
shape for cars and the flying saucer and boomerang 
shapes that dominated the fifties aesthetic. Art Deco 
remained as if asleep and forgotten until the mid-1960s 
revival. Author Thomas Hine states in his book Populuxe 
(1986) that "America went on its greatest shopping 
spree from 1954 to 1964, buying a vast array of new 
gadgets to fill up their split level Levittown suburban 
homes.” Following that surfeiture, the trend back to 
Deco came into play. 


Adam Hats store sign in Eliz- 
abeth, New Jersey Blue neon 
lettering against cream 
enamel on metal. 


Adam Hats advertising match- 
book, Universal Match Corp., 
New York. 


Opposite: Woodcut by W T. 
Murch from Men and 
Machines by Stuart Chase, 
Macmillan Co., New York, 
1929 
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“With justice, so far, we can describe Art Deco as the 
last of the total styles." — Bevis Hillier, 1967 


The popular revival of Art Deco that still moves 
forward strongly as we head into the 1990s began in 
1966 with a retrospective exhibit at the Paris Museum 
of Decorative Arts that brought together the work of 
European designers who participated in the 1925 
exposition. 

A year later, in 1967, the movie Bonnie and Clyde 
was released. Based on exploits of the notorious 
Barrow gang, the picture depicted the bizarre relation- 
ship between Bonnie Parker and Clyde Barrow, who 
robbed banks in the Midwest during the Great De- 
pression. At first a “sleeper,” this period-set film 
eventually caught on as an underground hit with the 
sixties counterculture and subsequently with the gen- 
eral public. A virile, handsome Warren Beatty in a 
pinstripe suit, felt hat, and bold-patterned silk tie and 
sexy young blonde newcomer Faye Dunaway in sixties 
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versions of thirties fashions created somewhat glam- 
orous portrayals of what life "on the lam" was all 
about. The picture also seemed to reflect the deep 
unrest and anger of the late sixties; and it almost 
augured a later situation in which a rebellious Patty 
Hearst found herself, like the legendary Bonnie, inside 
a bank armed with a machine gun. 

Establishing robbers of the Depression era as al- 
most mythic folk heroes and Robin Hood rogues doomed 
to die at the hands of the G-men, the 1970s and '80s 
American Deco movies that followed were akin to 
such original flicks made in the 1930s as Public Enemy 
with James Cagney and Jean Harlow or Little Caesar 
with Edward G. Robinson. The newer films also sparked 
a keener interest in the 1920s and ‘30s and a desire to 
view the vintage classics, particularly on VCRs, over 
and over again. Bonnie and Clyde was the first of a 
series of big technicolor movies in which the vintage 
cars, clothing, locations, settings, and props caused 
as much of a sensation as the actors and the story. 


V HI 


The Chrysler Building is the 
quintessential Art Deco sky- 
scraper, embodying the 
emblazonment of automotive 
progress. Designed by archi- 
tect William Van Alen for 
Walter Chrysler, it was com- 
pleted in 1930. The main 
entranceway at 405 Lex- 
ington Avenue and two other 
entranceways on 42nd and 
43rd streets lead into a most 
fantastic, pyramid-shaped 
red marble Art Deco lobby 
interior with dim, mysterious 
coved cold-cathode lighting. 
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This is still the case in recent films (7he Godfather, 
Godfather Il, Godfather Ill, The Last Tycoon, Brighton 
Beach Memoirs, Purple Rose of Cairo, Chinatown, 
Radio Days, and countless others) wherein the back- 
ground details, the props and costumes, and particu- 
larly the restored classic automobiles receive a great 
deal of onscreen attention from film producers and 
directors. This trend toward meticulous Deco repro- 
duction achieved high-art status in films like Chariots 
of Fire and the television series Brideshead Revisited. 
In one film sequence in Bonnie and Clyde, the 
criminal couple find themselves hiding out in the 
balcony of a dingy movie theater like the ones de- 
picted in the paintings of Edward Hopper. We see 
Faye Dunaway as Bonnie watching an onscreen Gin- 
ger Rogers (wearing an outfit made of oversize silver 
coins) singing with a chorus of platinum blondes, 
"We're in the Money," from Busby Berkeley's Gold 
Diggers of 1933. Early zany black-and-white musicals 
that are replete with Art Deco sets, props, furnish- 
ings, costumes, and detail began to turn up with great 
regularity at revival houses and museum film retro- 
spectives, attracting crowds of new audiences who 
had never seen them originally. The late-late shows 
on television that previously aired these pictures, 
considering them outdated relics for insomniac TV 
viewers, soon could no longer easily obtain the rights 
to show them. Apparently distributors began to with- 
hold “forgotten” films, realizing that more money 
eventually could be made by creating a new market- 
place for them. All of this occurred, of course, well 
before the advent of videotape sales and rentals. 
Concurrent with the Bonnie and Clyde phenome- 
non, which opened up a wellspring of powerful nos- 
talgia for the decades to follow, was the reemergence 
of Walt Disney's Fantasia as a hit with the freaked- 
out drug-acid subculture. This almost psychedelic film, 
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with abstract images and cartoon characters set 
against a classical soundtrack conducted by Leopold 
Stokowski, was a highbrow flop in its initial release in 
1940. Decades later Fantasia became an embarrass- 
ment to the Disney Studio when it was clear that its 
major attraction to new young audiences in rerelease 
was that the film served as a visual counterpoint to 
getting high. Many young viewers in the sixties swal- 
lowed sugar cubes soaked in LSD to "get into" the 
fantasy and technicolor animation swirls of Fantasia. 
The obsession with Fantasia was reported as a new 
phenomenon by Life magazine, and the film is still 
shown to new audiences who contribute to the redo- 
lent odor of marijuana always in the air. Many of 
Fantasia's configurations, like the sequence featuring 
the goddess Artemis, depicted with bow and arrow 
shooting at the night sky, the dancing Chinese mush- 


Official "Bonnie and Clyde" 
song folio (featuring on the 
cover, left to right, actors 
Gene Hackman, Estelle 
Parsons, Warren Beatty, 
Faye Dunaway, and Michael 
J. Pollard) was published in 
1967 by M. Witmark & Sons. 
Inside are photo stills from 
the movie and the songs 
"Bonnie and Clyde” with 
words and music by Charles 
Strouse, “Sometimes I'm 
Happy" with words by Irving 
Caesar and music by Vincent 
Youmans, and Al Dubin and 
Harry Warren's “The Gold 
Diggers’ Song— We're in the 
Money” and “The Shadow 
Waltz." 


room people, the pterodactyls, unicorns, centaurs, 
centaurettes, and mythic gods and demons, had a 
specific visual link to Art Deco. The Disney artists who 
worked on the film had, of course, been directly 
influenced by the Art Deco movement of the 1920s 
and ‘30s. 

In searching thrift stores, flea markets, and garage 
sales in the late sixties and early seventies for items 
specifically from the thirties, young hippies, rock stars, 
and connoisseur collectors suddenly began sporting 
authentic 1933 Mickey Mouse or Big Bad Wolf wrist- 
watches, wearing bright yellow, green, red, and or- 
ange 1930s Catalin jewelry, carrying original period 
compacts with ziggurat design motifs, and decorating 
their apartments with the three-piece overstuffed 


maroon mohair furniture sets and blue-mirrored cof- 
fee tables just recently thrown out of attics or given 
away by their parents to the Salvation Army. In fact, 
many Art Deco treasures in the late sixties were 
rediscovered at secondhand emporiums like the Sal- 
vation Army, St. Vincent de Paul, the Goodwill, or in 
junk and thrift shops. The sales people at such places 
generally regarded this "old merchandise" as junk, 
and certainly never heard of Deco. Designer chrome 
furniture of the 1930s was regularly discarded on the 
street or could be bought at junkyards for scrap-metal 
prices. 

The sixties "tune in, turn on, drop out” message was 
purported to be connected to the opening up of a new 
spiritual age. Referred to in the musical Hair as “The 


Deco-patterned man's tie, 
1930s. 


Miami Beach Art Deco Week 
celebration and Antique Auto 
Show on Ocean Drive, show- 
ing the Tides and the Victor 
hotels, 1986. 
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connoisseurs of the Real-McCoy Deco are Barbra A 1930s home-hobby collage 


Streisand, who began collecting when she portrayed in a wood frame used a mag- 
Pe : azine cutout of a dancing 
Fanny Brice in Funny Girl on Broadway, John Lennon Mickey DO SEE 
and Yoko Ono, who furnished their apartment at the ground of jazzy Deco- 
Dakota with authentic Frankart painted-green-nudie patterned wallpaper. 


and fanciful-fun Art Deco statuary, ashtrays, and mood 
lamps; and Mick Jagger, who was often seen at the 
auction houses bidding on finer Deco items. The cover 
of one of Paul McCartney's Wings record albums is a 
photograph of a Chiparus Deco bronze-and-ivory statue 
of a thirties showgirl in an Erté-like "winged bat" 
outfit. Singer-actress Bette Midler haunted Manhat- 
tan's famous 26th Street outdoor flea market on 


Dawning of the Age of Aquarius," the visual input, Sundays in search of chotchkes and schlock from the 

epitomized with popular commercial Deco graphic 1920s and ‘30s. An outrageous acting troupe called 

interpretations by artist Peter Max, went hand in hand The Angels of Light dressed up in exaggerated glitter Mad 
with the Art Deco revival. Max even painted the costumes and sang happy Depression songs like Cea a Band 
exterior of a renowned Swami's private jet plane in "Keep Your Sunny Side Up!” in cabarets in San Rose, New York) 


the Pop-Deco style of the sixties. One could see the 
original brilliant themes of the early movement in the 
graphics for rock concert posters, which used Day-Glo 
colors but, nevertheless, owed a debt to Art Deco. 
Pop artist Roy Lichtenstein literally mirrored the Deco 
images and forms in the 1960s, incorporating them 
into his paintings and metal sculpture. The continua- 
tion of the machine aesthetic as an integral part of 
the development of Art Deco is often seen in the work 
of other Pop artists like Claes Oldenburg and Tom 
Wesselmann. The latter included yellow and red 1930s 
Streamline Moderne radios into his oversize airbrush 
paintings. Andy Warhol echoed the machine aesthetic 
by repetition of the Campbell's Soup can or Brillo box 
in the manner of assembly-line mass production. 
Warhol, in fact, became one of the chief exponents of 
original Art Deco, amassing a huge top-notch collec- 
tion of furniture, jewelry, glassware, chandeliers, stat- 
uary, and other related period objects. Other celebrity 
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Francisco and New York. Deco always seemed to 
appeal to show-business cognoscenti; George Gersh- 
win and Noel Coward and many others decorated 
their ritzy apartments in the 1930s in Art Moderne. 

In 1968 a book by English art historian Bevis Hillier 
called Art Deco was published in a small paperback 
format at $2.95, with illustrations on quality paper 
stock of elegant Deco objects primarily from the 
French school and from Great Britain. This was the 
first book to employ the term Art Deco in examining 
the modern styles of the twenties and thirties, and it 
became the handbook and guide for studies to follow. 
Collectors and auction houses avidly began to seek 
out French Art Deco, often discovering pieces in 
import-export trade shops at extremely reasonable 
prices, or in grimy secondhand shops on the Bowery 
where they were being sold as junk, scrap metal, or 
as kitschy, outmoded decoratives. Pickers and dealers 
aggressively ferreted out French bronzes by Lorenzl or 
silver tea sets by Puiforcat from amidst the clutter. 
Dusting and polishing these "found" objet d'art prizes, 
the new Deco middlemen upscaled the prices to meet 
the new demand on Madison Avenue. 


Fine Deco artifacts such as glasswork by Lalique, 
metal-craft objects, screens, and console tables by 
Edgar Brandt, exquisite Chiparus and Preiss bronze- 
and-ivory Chryselephantine statuary, Dunand vases, or 
Ruhlmann furniture, which always were seen as highly 
crafted quality pieces, sold for top prices; but by 
today's standards they would seem to have gone for 
very little indeed. At the same time, American machine- 
produced tubular chrome furniture, Catalin jewelry, 
streamlined radio hardware, or blue- and peach-tinted 
designer wall mirrors and clocks were very inexpen- 
sive, and the early collector of this type of American 
Deco had a field day. For example, a carved Catalin 
horsehead brooch, which might today sell for $50 to 
$75 at a specialty dealer, could easily then be found 
for 256. Catalin and other plastic streamlined radios 
that could be bought for $25 now sell in the price 
range of $500 to $700 and up for the better examples. 
Frankart statuary, considered an oddity or pot-metal 
kitschy junk then, could be had for $5 and $10; the 
same pieces today sell for anywhere between $300 
and $1,800. The dictum "today's junque may be to- 
morrow's treasure" was certainly the case for Deco in 


Art Deco glazed-ceramic 
flower vase licensed by Walt 
Disney Productions in 1940 
to commemorate Fantasia. 
The design features the god- 
dess Artemis from the film's 
"Pastoral Symphony" seg- 
ment. Manufactured by 
Vernon Kiln, California. 


Roy Lichtenstein's Modern 
Painting Triptych Il, 7967, oil 
and magna on canvas, collec- 
tion of the artist. Photograph 
by Eric Pollitzer (Courtesy of 
Leo Castelli Galleries, New 
York) 
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the late 1960s and the early 1970s. Those with a 
vision for this future-past style went to market with 
the fervor of archaeologists in search of treasures 
from a lost civilization. In this instance it was a search 
for pieces of a bygone age that appeared to be 
innocent compared to the chaos and upheaval inher- 
ent in the sixties. There was an awareness then that 
a cheap, disposable ethic was immanent, and many 
collectors sought to preserve relics from previous 
generations lest they disappear altogether in the trash 
pile. Many were looking for what they perceived to be 
a Lost America. 

The style of the 1970s seemed primarily to reflect a 
wistful nostalgia for the period of early modernity, 
The revival of the 1925 musical No, No Nanette 
starring Ruby Keeler (of the Busby Berkeley—Warner 
Brothers musicals of the early 1930s) and with Berke- 
ley directing opened as a big smash again on Broadway 
on January 19, 1970. Tap dancing, previously consid- 
ered outmoded on the Great White Way, once again 
became the rage. Much of this was due to interest in 
the machine precision production numbers from the 
Berkeley films 42nd Street, Footlight Parade, Dames, 
and the Gold Digger series of 1933, 1935, and 1937. 
Ginger Rogers and Fred Astaire pictures were also in 
vogue in the late sixties and the seventies; many 
were reprocessed by the studio and rereleased in 
bright new prints. Deco-cult movie audiences at first- 
run theaters and at revival houses applauded wildly 
after Fred and Ginger finished a jubilant or exotic 
dance routine in Shall We Dance, The Gay Divorcee, 
or Jop Hat. An avid interest in the look of Deco-vamps 
like Garbo, Dietrich, or Harlow with their pencil-thin 
brows, false eyelashes, ruby-red lips, and pale white 
skin was also in fashion during this early Deco-revival 
period. 

Harold Prince's Follies, another highly stylized 


Statuette with Moderne fea- 
tures, bronze on onyx base, 
by French sculptor Lorenzi, 
ca. 1931. 


Broadway musical in the nostalgic mood, starring 
Alexis Smith and Yvonne deCarlo, opened on Broadway 
in April of 1970. Newsweek of December 28, 1970, 
produced a cover issue for Christmas on "Nostalgia— 
The Vogue for the Old," which included stories on the 
big bands, old radio shows, vintage movies, the revival 
of Busby Berkeley films, and Berkeley's heralded direc- 
tion of No, No Nanette on Broadway. In 1971 Life did a 
Valentine cover issue (February 19) featuring those 


old-time movie sweethearts on the cover, Rita Hayworth, 


Myrna Loy, Paulette Goddard, Betty Hutton, Joan 
Blondell, and—in the center of a big Deco heart 
—Ruby Keeler. The cover stated, "Everybody's talking 
about nostalgia.” This Life special on the nostalgia 
wave featured articles with full-color spreads on No, 
No Nanette, Busby and his girls, gilded movie pal- 
aces, a fashion report called "Bright Lips of Yester- 
day," a story on the 1938 Orson Welles Martian 
invasion radio broadcast, a cover story on the old-time 
movie queens, and a personal view of "Nostalgia" 
penned by Loudon Wainwright. A highlight article on 
the Art Deco rage featured stunning full-size pictures 
of artifacts from the period, including a pair of 1920s 
pointed men's shoes with a sunburst design; a jazzy 
Deco enamel notepad cover; the Chrysler Building; an 
Art Deco porcelain coffee cup and saucer in gold, 
black, and green triangles with "Tango" orange flowers 
from Barbra Streisand's collection; a Jean Dunand 
crushed eggshell-lacquer vase; and a flamboyant 
1930s statuette in carved ivory and silver of a snow 
queen with two polar bears standing on a white 
marble "ice" base from the collection of Ron Link. 
One of the earliest important exhibitions of revival 
Art Deco was held at the Finch College Museum of 
Art on East 78th Street in New York City. The show 
ran from October 14 through November 30, 1970, and 
offered examples from many categories, including 


Art Deco catalog from Finch 
College Museum of Art show, 
New York, 1970. 


painting, sculpture, drawing, illustration, posters, book- 
binding, books, jewelry, furniture, lamps, ceramics, 
glass, enamelware, silverware, and textiles. This show 
focused on many fine French Art Deco artifacts. Judith 
Applegate described Art Deco in the Finch catalog: 
“In its restless search for a direction and identity, Art 
Deco is a graphic manifestation of society's realiza- 
tion of the overwhelming changes that, with ever 
increasing acceleration, typify the twentieth century" 

This show, arranged by Elayne H. Varian, traveled 
to the Cranbrook Academy of Art in Bloomfield Hills, 
Michigan, where it remained on view from January 19 
through February 29, 1971. 

There was also in 1971 a large Art Deco exhibition 
at the Minneapolis Institute of Art from July 8 through 
September 5. Guest-curated by Deco historian Bevis 
Hillier and coordinated by David Ryan, this exhibition 
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contained 1,500 "authentic" objects, making it, ac- 
cording to the catalog, “the largest collection ever 
assembled." Art Deco pieces loaned by private deal- 
ers, institutions like Radio City Music Hall, and collec- 
tors like Barbra Streisand and Andy Warhol included 
furniture; ceramics; wood, metal, and enamel ob- 
jects; textiles; jewelry; costumes; bookbindings; paint- 
ings; household accessories; and examples of Art 
Deco revival. 

An exhibition, again entitled "Art Deco," opened in 
1973 at the Museum of the State Historical Society of 
Wisconsin in Madison. This exhibition focused on a 
somewhat broader American interpretation of Deco. 
Joan Severa, the curator of this show, wrote in its 
brochure that Hollywood became a dominant cultural 
force in the 1930s since few could afford any other 
form of entertainment. Escapism to the movies of- 
fered millions living through a depression the opportu- 
nity to vicariously experience ultramodernity, glitter, 
glamour, haute couture, "Style Moderne” furniture, 
sleek bobs, and glistening makeup. 

“When manufacturers developed the means to 
supply these items cheaply,” Ms. Severa wrote, "Ameri- 
can culture moved toward a futuristic, stylized, metal- 
lic, shining, colorful, fantastic environmental style 
that we now call Art Deco.” The Wisconsin exhibition 
featured motion picture stills to back up its theme and 
also introduced cheaper American mass-production 
objects such as white-metal and plastic imitation 
Deco statuary, Lucite cigarette containers, spray-painted 
metal cigarette cases, torchére lamps, perfume bot- 
tles, and ready-made Sears-Roebuck-type moderne 
chrome and Naugahyde furniture. Even a Czechoslova- 
kian import item made specifically for the American 
market, a 1930s ceramic wall plaque of a glamorous 
woman s head, and a German dress pin depicting a 
flapper walking her borzoi were included in the exhi- 
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bition to demonstrate the worldwide impact of Deco 
design. Many American-designed products were actu- 
ally manufactured in foreign countries that offered the 
advantage of cheaper material and labor costs. 

Other objects exhibited at the Wisconsin show 
included plaster incense burners with Egyptian mo- 
tifs, a beaded woman's handbag selected to show 
American Indian influences on the mass market, Deco 
penny arcade slot machines, and examples of wom- 
en's evening attire, daywear, and accessories from 
American fashion designers. Kitchenware was also 
included, e.g., aluminum kettles, sugar bowls and 
creamers, mixing bowls, tablecloths, and tea towels, 
all made in the U.S.A. Oddly enough, a category 
called "Men's Accessories" included among the Deco 
humidors, silk dressing gowns, and smoking jackets, 
this object description: "Radio. Mirror construction, 
blue with ebonized wood trim. Sparton, made by the 


Art Deco catalog from an ex- 
hibition at the Museum of 
the State Historical Society 
of Wisconsin, Madison, 1973. 


Sparks-Withington Company, Jackson, Michigan, ca. 
[SEL 

Another movie came along in 1973 to add to the 
growing interest in things Deco. It was Paper Moon, 
filmed in black and white (just like a thirties movie) by 
Peter Bogdanovich and starring Ryan O'Neal, Made- 
line Kahn, and Tatum O'Neal. A slick con artist (Ryan) 
and a tough kid sidekick (Tatum) patterned after Little 
Orphan Annie and Jackie Coogan set up a number of 
bogus schemes in order to make it through the De- 
pression. Bogdanovich used authentic 78 rpm records 
as background for his Deco-style movie. Audiences 


delighted in the sound of Jimmie Grier and his orches- 


tra, Leo Reisman, Ozzie Nelson, Dick Powell, Paul 
Whiteman, the Boswell Sisters, and Enric Madriguera 
and his Hotel Biltmore Orchestra singing "Let's Have 
Another Cup of Coffee, Let's Have Another Piece of 
Pie." The 33^ rpm record from this picture created a 


new interest in "nostalgia" or "Deco" music, and 
today record stores have entire sections devoted to 
the original classics from the golden era of radio and 
big bands and great performers. Though Billie Holiday, 
Mildred Bailey, and early Ella Fitzgerald have always 
been considered classics, now it is also Whispering 
Jack Smith, Ukelele Ike (Cliff Edwards), Dolly Dawn 
and her Dawn patrol, Ruth Etting, and Jack Hylton 
and his orchestra. 

Another blockbuster Oscar-winning, Deco-period 
picture opened in 1973, The Sting, with Paul Newman 
and Robert Redford playing two sharp con artists in- 
volved in a Chicago confidence-game operation. Set in 
the 1930s, the movie was further evidence of the 
ongoing rage for nostalgia. Following this, in 1974, 
The Great Gatsby, based on the F. Scott Fitzgerald 
novel, starred Redford as Gatsby and Mia Farrow as 
Daisy. This picture, though not as financially success- 
ful as The Sting, caused a stir in the fashion world, 
particularly emphasizing 1920s styles for men and 
again feeding into the world of Art Deco, which by 
this time certainly could be regarded as one of the 
major style and decorative influences of this century. 
In a continuation of 1970s movies set in the Deco- 
period, the incorporation and enjoyment of things 
past helped to nurture, soothe, and balance the pres- 
ent, which seemed beset with more and more eco- 
nomic and social problems. Looking to the past seemed 
to provide a happier view toward the future. 

In 1974-75 (from November 6 through January 5) 
Elayne H. Varian again mounted an exhibition, enti- 
tled "American Art Deco Architecture," at the Finch 
College Museum of Art. Covering everything from 
New York skyscrapers, terra-cotta ornamentation, metal 


grillwork, interiors and exteriors of movie theaters 
and restaurants, building lobbies and ornate bronze 
mailboxes, elevator doors and terrazzo floors, this 


Cobalt blue glazed-ceramic 
refrigerator jug by Hall China 
for Westinghouse. 
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photographic show, with some illustrations and draw- 
ings, helped to open up the awareness of Art Deco 
landmarks from one end of the country to the other. 

In the November 11, 1974, issue of trendsetting 
New York magazine, the style-conscious weekly peri- 
odical featured a cover story called “Art Deco's Back 
and New York's Got It," with a subtitle "The Latest 
Word about the Latest Look.” A model sporting a 
sculptured hairdo, smoking a cigarette in a long 
cigarette holder, and posing against a chrome Deco 
wall sculpture is on the cover. This issue was filled to 
the brim with enthusiasm for Deco; the lead article by 
Anne Hollander had a subheading that declared, 
"Whether or not you can remember its original im- 
pact, the style strikes the authentic note of chic in 
today's marketplace... '" An article by Dorothy 
Seiberling was entitled "New York Is a Deco Specta- 
cle," with the subheading, "Thanks to a construction 
boom that began around 1925, hundreds of Deco-style 
buildings went up all over the city... ." This article 
praised the Chrysler Building at length and had splen- 
did color photographs by Stan Shaffer of the steamship- 
modern interior of the side-entrance hallway of the 
Hotel Edison, built in 1931; the Chanin Building on 
42nd Street; Bloomingdale's department store; the 
Western Union building; and several 1930s apartment 
buildings in the Bronx. In the same issue an amusing 
article by art critic David Bourdon was entitled, "Stack- 
ing the Deco," with the subheading, "For the past ten 
years Andy Warhol has been buying up Deco objects, 
from unabashed kitsch to the rare and exquisite. . . .” 

Apparently Warhol might spend anywhere from $5 
for a trinket to $1,500 for an object/treasure without 
the blink of a silver eyelash. A photo displayed more 
than forty ceramic streamlined icebox pitchers and 
butter dishes. Another photo showed a "Deco- 
bedecked" Andy sporting his "early plastic" jewelry. 
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Bourdon noted that Warhol would haunt certain shops 
until he depleted their stock, storing his Deco finds in 
warehouses. When Warhol was asked to estimate 
how many tens of thousands of dollars he had spent 
on Deco, his feigned reply was, “I can't put it in terms 
of money. It's my /ife.” 

Subsequent issues of New York that highlighted 
the Deco revival with cover stories were September 
15, 1975 ("Gold Diggers of 1975—A Nostalgic Look for 
Fall"), December 29, 1975 ("You Oughta Be in Pic- 
tures,” an account of New York City in black-and- 
white Deco musicals, in disaster movies, and crime 
movies), and December 20, 1976 ("Art Deco Empire 
Diner '). 

In addition to the release of Chinatown, which was 
set in 1937 in Los Angeles and featured Faye Dunaway 
and Jack Nicholson, 1974 was also the year of the 
first Art Deco "show" at the greatest Art Deco palace 
of them all, Radio City Music Hall. From January 30 
through February 3, 1974, Radio City was host to the 
New York Art Deco Exposition, featuring Deco wares 
from all over the country exhibited by forty-two deal- 
ers spread out over the grand foyer and downstairs 
lounge of the venerable picture palace. On display 
outside the theater was a 1936 Hudson Hornet used in 
The Godfather and a 1937 Dodge cab. Thirty-five 
thousand people paid $3.50 each to shop for Deco 
teapots, wallpaper, bronze statuary, Chase chrome, or 
fine French Deco jewelry. The admission price also 
included the viewing of such pictures as Top Hat 
(1935) and Swing Time (1936) with Fred Astaire and 
Ginger Rogers, the original uncut version of King Kong 
(1933), and She (1935) with Helen Gahagan and Ran- 
dolph Scott. Aside from these four, most of the other 
pictures shown during the exposition were not "Deco," 
though a March of Time newsreel included with each 
screening provided authentic period detail. 
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An excellent film program was featured in July, 
1974, at San Francisco's International Art Deco Exhibi- 
tion. Chosen by filmmaker Kenneth Anger, with the 
assistance of Tom Luddy of the Pacific Film Archives, 
the films included such rarely seen treasures as Our 
Modern Maidens (1929), Joan Crawford's last silent, 
with sets by Cedric Gibbons; Madame Satan (1929, 
Cecil B. DeMille), featuring a ballet in a dirigible 
struck by lightning; Ziegfeld's Glorifying the American 
Girl and Reaching for the Moon (1931) with Douglas 
Fairbanks and Bebe Daniels, with sets of the "Ritzbilt 
Hotel" and a luxury ocean liner by William Cameron 
Menzies. Other special movie treats at this West 
Coast exhibition included Paramount on Parade; Garbo's 
last silent, The Kiss; Mitchell Leisen's Murder at the 
Vanities (1934), which includes the musical numbers 
"The Rape of the Rhapsody" and "Sweet Marijuana”; 
chapters of Flash Gordon with Buster Crabbe; and 
compilations of Busby Berkeley musical numbers. 

The 1975 New York Art Deco Exposition at Radio 
City Music Hall ran from January 28 through February 
2. Many dealers in fine Art Deco participated in this 
second show at Radio City, which went a long way in 
educating the public as to exactly what Art Deco was. 
A special exhibit on the mezzanine level of the Music 
Hall featured World's Fair memorabilia from the col- 
lection of Larry Zim. Another exhibit featured Art 
Deco room settings with a "Hollywood Moderne" 
wood-and-mohair armchair, a chrome-and-ebony RCA 
Victor console radio John Vassos designed, and a 
porcelain enamel kitchen table from the executive's 
commissary of the New York World's Fair of 1939, 
with four wooden chairs all featuring the Fair's sym- 
bol, the Trylon and Perisphere. A tubular neon orange- 
and-blue Trylon and Perisphere topped this exhibition, 
glowing out over the grand foyer of the Hall. 

Deco featured at this significant show included 


New York Art Deco Exposi- 
tion at Radio City Music Hall, 
catalog published by Big Apple 
Events, Inc., 1975. 
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bronze medallions, Lucite table lamps, Frankart mood 
lamps, rare handmade ceramics, a Clarice Cliff tea 
set, silver tea sets, Lalique glass, smoking accesso- 
ries, Catalin jewelry, collector books, paintings, litho- 
graphs by Louis Icart (exhibited by a specialist with 
the amusing pseudonym Arthur Deco, whose studio 
on East 13th Street in New York was called The Art 
Deco Center of America), textiles, radios, and hun- 
dreds of other examples of good Deco design. Signs 
of Deco items’ being reproduced for a new market in 
the seventies were apparent at this last Deco exhibi- 
tion at Radio City Music Hall, including vases from the 
Contemporary Arts Glass Group and decorative sand- 
etched mirrors from the Narcissus Mirror Company. A 
dealer from Philadelphia called “Rosebud” produced 
replicas of Deco-style painted-on-reverse glass stand- 
up picture frames for the table or vanity. 

The film program at this second exhibition was a 
great improvement over the first. It included Metropolis 
(1926) accompanied by Lee Erwin on the Radio City 
organ; Blonde Venus (1932) directed by Josef von 
Sternberg with Marlene Dietrich and Cary Grant; 
Platinum Blonde (1931) with Jean Harlow; Trouble in 
Paradise (1932) with Miriam Hopkins; Midnight (1939) 
with Claudette Colbert; Shall We Dance (1937); Poor 
Little Rich Girl (1936) with Shirley Temple and Alice 
Faye; Wake Up and Live (1937) with Alice Faye, Ben 
Bernie, and Walter Winchell; Twentieth Century (1934) 
with Carole Lombard and John Barrymore; and His 
Girl Friday (1939) with Rosalind Russell and Cary 
Grant. Each film showing was accompanied by a Fox 
Movietone newsreel from the 1930s. Audiences thrilled 
to see these movies on the big screen at Radio City; it 
is unfortunate that more revival films cannot be shown 
in this splendid Art Deco environment. Thanks to the 
attention drawn to the Music Hall by these two 
exhibitions and other special programs, the venerable 
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Deco palace was saved from destruction in 1982. 

By the 1980s the awareness of Art Deco as a 
unique and important modernistic style had spread 
across the country. Many major cities formed Art Deco 
societies with active and prominent leaders and char- 
ter members determined to identify and protect build- 
ings and (sometimes) their interiors, demanding 
recognition for them as valuable architectural trea- 
sures of the twentieth century. Art Deco societies 
conduct lecture series, document historical informa- 
tion (often from persons involved in the original move- 
ment who are still living), arrange exhibitions, sponsor 
city walking tours, and create annual events like the 
Art Deco shows and festivals where restricted mer- 
chandise is sold by important dealers and collectors. 


Early 1970s business cards. 
Deco was a smart shop at 19 
Christopher Street in Green- 
wich Village, and Arthur 
Deco was the name taken by 
the proprietor for the Art 
Deco Center of America, 
which was located at 17 East 
13th Street, New York. 
Robert Flinn designed the 
card for Deco on Christopher 
Street. 
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Original poster design by Den- 
nis Abbe for the Art Deco 
Society of New York, mixed 
media on paper ca. 1983. 
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On the fun-life-style side of it there are the Deco 
balls and parties held in Art Deco hotels like the 
Waldorf-Astoria on Park Avenue, aboard luxury liners, 
or in fashionable nightclubs like the Rainbow Room 
atop Rockefeller Center. Often vintage cars deliver 
gentlemen in tuxedoes and high hats and ladies in 
streamlined thirties gowns and white fox furs. A small 
dance orchestra playing the old tunes, Deco decora- 
tions, and bubbly champagne help to recapture the 
spirit of a bygone time when a night on the town was 
just the thing to chase away Depression blues. The 
musical 42nd Street, based on the Busby Berkeley film 
and with splendid Art Deco sets and costumes, has 
tap-tap-tapped its way through to the nineties, in 
New York, London, and elsewhere, contributing to the 
idea that Deco is here to stay. Following that musical, 
David Merrick revived Gershwin's Oh, Kay for a new 
audience. 

Furthering the interest in things Deco, the 1980s 
started out with a bang with the founding of the Art 
Deco Society of New York and a rash of large and 
small exhibitions and shows. Although not every 
show connected to Art Deco can be mentioned here, 
we have tried to concentrate on the most exemplary 
or important ones. 

In 1981 the Delaware Art Museum in Wilmington 
mounted a show called "Consumer s Choice: The 
American Home 1890-1940,” from February 8 through 
April 19. Curator Elizabeth Hawkes showed a sam- 
pling of the mass-produced objects that people bought 
for their homes— specifically those things widely 
affordable or that could be purchased on the install- 
ment plan. The highlight of the show was four room 
settings: a kitchen and parlor from 1915 and a kitchen 
and living room from 1935 furnished with authentic 
and exemplary household objects in the context of the 

- home. 


New York's first Art Deco Weekend, in June 1983, 
sponsored by the Art Deco Society of New York, drew 
2,000 people to a show and sale at the original 
McGraw-Hill Building on West 42nd Street. A sale of 
Art Deco objects by prominent dealers was a feature 
as well as lectures on diverse Deco topics by leading 
authorities. 

The 1984 Art Deco Week, also sponsored by the 
New York society, was an even greater success than 
the previous year. The show and sale were held in 
Walter Chrysler's private (men only) Cloud Club in the 
spire of the Chrysler Building on the sixty-sixth and 
sixty-seventh floors. There were other events, includ- 
ing lectures and walking tours followed by a gala 
dance in the lobby of the Chrysler Building. 

The 1985 event was also held in the Cloud Club and 
drew thousands of Art Deco enthusiasts who lined up 
around the block to get a glimpse of the legendary 
Cloud Club rooms, which had been closed for over a 
decade. The 1985 festivities, which included lectures, 
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walking tours, fashion shows, and a Deco ball, cele- 
brated the sixtieth anniversary of the 1925 Paris Expo- 
sition of Modern Decorative and Industrial Arts. At 
the gala opening festivities, Michael Love, then presi- 
dent of the society, said, "It's really the last of the 
true styles—it touches every element of life. . . 
William Weber, the society's president emeritus, said, 
in referring to Art Deco's enduring appeal, "It's ele- 
gant and it's kitsch. . . it's appealing to the young and 
the old alike. It's exuberant, but also refined.” 

In September 1985, the Whitney Museum's show 
"High Style: 20th Century American Design," opened 
in New York. Filled with utilitarian Deco objects rather 
than high art, the exhibition prompted New York 
magazine art critic Kay Larson to make the following 
comments: "In an industrial society, design is the 
means by which art enters ordinary lives—a transac- 
tion as complicated and value-laden as the capitalism 
that spawned it.... The problem...is not with the 
design itself, but with the museum's role in certifying 
commodity culture—reinforcing the recent urge to 
award a high value to ‘the most important, the ultra- 
fashionable, the unusually dramatic —and the extraor- 
dinarily well-off.” She also said, in complimenting the 
curators at the Whitney, that "the usual decorative 
arts department of a museum is filled with relics of 
earlier centuries; archaeological as well as aesthetic 
objects distant enough in time and space to be 
immune to salesmanship. . . ^" 

Fifty-two years after the Museum of Modern Art 
presented an exhibition called "Machine Art," the 
Brooklyn Museum in 1986 mounted a show curated by 
Dianne Pilgrim and Richard Guy Wilson called "The 
Machine Age in America, 1918-1941.” As noted in 
our preface, this show was designed to travel to 
different locations around the country and undoubt- 
edly contributed a great deal to an understanding of 


46 Deco Revival 


O Neur Taah E 


TESO 


ae 


Ns dia 


REC. U.S. PAT. OFF. 


2 


ae 


FALL & WINTER FASHIONS 


Altman raagazine for fall and 
winter of 1931 catalogued 
“the correct style” in fashion 
for madame, misses, gentle- 
men, young girls and boys, 
and “wee tots," plus outfits 


for maids and home nurses. 
Deco gift items, novelties, 
and jewelry were also 
offered by one of the great- 
est of New York department 
Stores. 
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the impact that industry (and industrial designers) had 
on the American consciousness in the 1920s and 
1930s. The exhibition contained examples of architec- 
tural renderings, photographs, prints and original art, 
clothing, textiles, furniture, lighting fixtures, glass, 
and ceramics. The crowd-pleasing showstoppers, how- 
ever, were typical American household objects, many 
designed by leading designers, including a Sears- 
Roebuck Silvertone radio, a Waring Blendor, a Ray- 
mond Loewy pencil sharpener, a Donald Deskey table- 
top lamp, a Henry Dreyfuss refrigerator, a dozen 
Gilbert Rohde table clocks, a Walter Dorwin Teague 
camera, Russel Wright bookends, an Electrolux vac- 
uum cleaner, coffee urns and tea sets by Manning 
Bowman and Chase Brass and Copper Company, ciga- 
rette cases and lighters, and Catalin, Bakelite, and 
Marblette jewelry. 

In 1986, at the Park Avenue Armory (November 
20-23), antiques impresario Sanford Smith mounted 
the first annual Modernism show, an exhilarating 
display of American and European furnishings exhib- 
ited by some of the world's leading dealers. Included 
in this first show were objects covering a century of 
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design from the Aesthetic Movement and the Bauhaus 
to Art Nouveau and Art Deco. Of special interest was 
a handmade Paul Frankl Skyscraper bookcase in red- 
wood selling for $90,000, suites of Frank Lloyd Wright 
furniture, lamps, and leaded glass, a 9-by-12-foot wool rug 
from the Grand Foyer of Radio City Music Hall, a Mies 
van der Rohe 1929 Barcelona chair, and a wide variety 
of unique, one-of-a-kind jukeboxes and console radios. 

The Smithsonian Institution's National Museum of 
American Art opened its exhibition called "American 
Art Deco" at the newly restored Renwick Gallery on 
April 17, 1987, where it remained on view through July 
17, 1987, before traveling to the Center for Fine Arts in 
Miami, the Joslyn Art Museum in Omaha, Nebraska, 
the Philbrook Museum of Art in Tulsa, Oklahoma, and 
the Minnesota Museum of Art in St. Paul. This show, 
curated by Alastair Duncan, featured 180 of the finest 
examples of good Art Deco design in furniture, ceram- 
ics, glass, sculpture, textiles, silver, and small decora- 
tive objects, all chosen to illustrate the considerable 
transformation that resulted from the style's transat- 
lantic journey. 
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Dungeon Deco. bronze "Ad- 
ministration" sign from the 
reception rotunda of the de- 
molished House of Detention 
for Women, Greenwich Vil- 
lage, New York City, Sloan 
and Robertson, architects, 
1931. This bronze sign, along 
with two others from the 
House of Detention, was ex- 
hibited at the American Art 
Deco Show at the Smith- 
sonian Institution's National 
Gallery of Art, Renwick Gal- 
lery, Washington, D.C., and 
traveled with the show to 
various American cities. 
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The times we live in today allow many people to 
choose whatever life-style or decade suits their fan- 
tasy. In fact, it is easier to lead a Deco life-style now 
than it would have been in the late 1920s or in the 
long ten years of the Great Depression. Many young 
people are doing just that, but not in nostalgic reverie 
for the past, since most of them were not born until 
after World War Il. Sometime in the 1970s, all the 
decades of the modern era—the 1920s, ‘30s, ‘40s, 
‘50s, and ‘60s—seemed to coalesce, one on top of 
the other, like a Dagwood sandwich of nostalgia. The 
1970s, more than any other earlier decade in this 
country, was a period in which we looked to what 
appeared to be, from a distance, safer and more 
secure times. In selecting from the brighter elements 
of the past, we could, it seems, see life in a rosier 
hue, as the lyric from the old song says, “I'm looking 
at the world through rose-colored glasses—and ev- 
erything is rosy now!" The Ronald Reagan—dominated 
1980s will also be remembered as a decade in which 
we looked with wistful longing to the past for familiar 
values that, once disengaged or lost, are not easily 
reasserted. The 1990s seem to be according twentieth- 
century movements such as Art Deco classic status. 
The San Francisco Focus magazine of February 
1985, in a cover article by Leslie Harlib called "Past 
Perfect," reported that the Bay Area was then in the 


Jell-o desserts in the 1930s 
were often turned out of elab- 
orate Art Deco molds in stain- 
less steel or aluminum and 
presented with fanfare at the 


Depression-era Kitchen table. Livingston, is filled with 
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midst of an all-out Art Deco revival. In laid-back 
California style, it seems that many San Franciscans 
were creating for themselves an all-encompassing 
environment filled with the romance and gracious 
living of a lost era. 

One of those involved in this magnificent obsession 
is Laurie Gordon, who appears to have stepped right 
out of a Varga calendar. In a talk with Ms. Gordon, 
who has served as president of the San Francisco Art San Francisco Art Deco Week- 
Deco Society, we learned that her coterie of Deco GRE oy che Bay proven E 
devotees not only decorate their apartments in thir- 
ties style but neither own television sets or listen to 
rock music. Instead, they play only old 78 rpm records 
on Deco Victrolas. Living rooms are often painted a 
soft peach accented with blue mirror and glass brick, 
while lighting is always indirect Lumalite, unless one 
is able to find original Mazda-lite bulbs from the 
thirties. 

Kitchens are often painted a Depression green (a 
sort of grayish Nile green) or deep cream. Dishware is 
either Fiesta or translucent green, pink, yellow, red, or 
blue Depression glass, which originally was sold at 
the dime store. In the 1930s many fine Deco items 
were found for a nickel or a dime at Woolworth's or 
McCrory’s, particularly for the kitchen. Preferred toast- 
ers brown only one side at a time, and San Francis- 
cans known to carry things to the extreme transfer 
their mayonnaise into old Hellman's jars and put their 
ground coffee into 1930s Bokar tins. 

“We are very into Deco foods such as Jell-o molded 
into the shape of Aztec temples,” Laurie informed us, 
"and Spam is definitely on our list. We drink only 
electro-perked coffee—from an Art Deco coffee urn, 
of course. We also like to use vintage waffle irons, 
and we decant our syrup into Log Cabin Syrup tins in 
the log cabin shape—or if that seems too impractical, 
into a Fiesta-ware syrup dispenser’ 
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Picking up a 1930s Good Housekeeping magazine 
from Laurie Gordon's blue-mirrored coffee table, we 
noticed that in the food advertisements a great deal 
of concern was paid to home economics and a house- 
wife's budget, probably because so many people were 
on the dole. It was suggested to mothers that they 
serve, for instance, meatloaf with Del Monte canned 
peas on Thursdays and Heinz baked beans with grilled 
frankfurters on Saturdays. On Friday night American 
mothers could whip up a batch of Depression dough- 
nuts (made from scratch and deep-fried in Spry) to 
keep the family satisfied while they tuned into their 
favorite radio program on the big Deco console in the 
living room. Ovaltine served in a Little Orphan Annie 
Beetleware shake-up mug sufficed for the children 
while mom and dad drank A & P percolator coffee. 

“The sixties flower kids told us, ‘Do your own 
thing,’ and that’s exactly what we're doing. For me, 
it's not the ‘Lifestyles of the Rich and Famous,’ " says 
Laurie Gordon, "it's just Deco, Deco, and more Deco." 
Her favorite Deco dish? An ice-cream sundae made 
with black raspberry and pistachio ice cream, covered 
with chocolate and marshmallow toppings, a mound 
of whipped cream, a splash of chopped nuts, topped 
by a maraschino cherry, and served in a high-standing 
vessel. "Just the taste will remind you of the Deco 
era," Ms. Gordon assured us as we sat and watched 
her daintily spoon this concoction into her mouth in 
an old-fashioned soda fountain-candy shop in the 
Haight-Ashbury district of San Francisco, a city that 
seriously treasures its past. 
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Designs for Living, 1930s boak- 
let from the Studio of Cre- 
ative Design, Pittsburgh Plate 
Glass Company 


Deco Life - styles 5 m. 
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In 1926 a traveling exhibition of selected Deco items 
from the Paris exposition of 1925 toured eight Ameri- 
can cities, including Boston, and it eventually arrived 
at the all-important Metropolitan Museum of Art in 
New York. Entitled “The International Exposition of 
Modern Decorative and Industrial Art," it gave the 
American public a chance to view modernistic French- 
manner décoratifs that included designs by Edgar 
Brandt and Jean Dunand. Initially the American press 
had been contemptuous of this display of modernism, 
which they considered vulgar, but department stores 
competed eagerly to capitalize on what was believed 


to be an exciting new trend in furnishings and objects. 


Though bored with the stilted, traditionalist look of 
the rooms they had lived in for too many years, many 
chagrined customers were either bewildered or awe- 
struck as they examined, for the first time out of the 
movies, a modern decorative arrangement stated in 
twentieth-century terminology. 


By 1928 there had been as many as fifty dif- 
ferent exhibitions of modern rooms in museums or in 
department stores across the country. Stores like 
L. Bamberger's and Hahnes in Newark, Marshall Field 
in Chicago, Wanamakers in Philadelphia and New 
York, and the City of Paris in San Francisco all showed 
modern interiors in their furniture departments. Clearly 
a new trend in buying and selling was at hand for 
what was then usually referred to by sales personnel 
as "Art Moderne.” In February of 1928 Lord & Taylor 
on Fifth Avenue presented an "exposition of Modem 


French Decorative Art," showing the store's own White painted brick with Black 
designs of several innovative model rooms right along- Md CESS AE 

1 l and polished-aluminum details 
side styles dictated by the French-manner school of combined in a fine example 
Art Deco. In May 1928, R. H. Macy & Co. in New York of the Depression-modern ar- 
followed with their "Art in Trade Exposition," featur- chitectural style espoused at 
OM the Cent. : 
ing fifteen model rooms decorated by European and T Cen n or rrogen Pon 

l i i sition in 1933. Private home, 

American designers like Bruno Paul, Kem Weber, and Chicago suburbs, ca. mid- 
Gio Ponti. 1930s. 
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Armstrong Linoleum floor 
advertisement showing 
geometric-patterned linoleum 
with Deco-style rattan furnish- 
ings for the sun room. Home 
Furnishing Arts, spring 1933. 


Room for progressive moderns 
featuring chrome furniture, 
from Home Furnishing Arts, 
fall and winter, 1934. 
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By autumn of that year, the American Designers 
Gallery, a group of men that included Donald Deskey, 
Joseph Urban, Wolfgang Hoffman, Raymond Hood, 
and over two dozen other noted designers and archi- 
tects, arranged a display of ten decorated rooms and 
a number of side attractions devoted simply to new 
Deco object forms. So successful was this display, 
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held in the Chase Bank Building on 57th Street in 
Manhattan, that a second was presented by the same 
group in 1929 with notable examples of lamps, vases, 
and wall sconces exhibited. At this show the entire 
decorative scheme of the room and its contents were 
available for sale to the public. 

An exhibition called "The Architect and the Indus- 
trial Arts" was held at the Metropolitan Museum of 
Art in 1929. Major American designers like Ely-Jacque 
Kahn, Raymond Hood, Eliel Saarinen, and Joseph 
Urban here focused on materials new to the decora- 
tive arts, such as aluminum, Vitrolite glass, reinforced 
rubber, rayon textiles, and other synthetics. Over 140 
industrial-mode designers and craftsmen and nine 
participating architects led to the success of this 
modernistic show, which was viewed with a new 
objectivity when the public saw it within the context 
of a major museum. 


Kresge "Home in the Sky" 
souvenir matchbook. Message 
inside reads: “A pre-fabricated 
modern home, a poem in 
streamline steel, beautifully 
landscaped and erected on 
the roof of the Kresge De- 
partment Store, designed for 
the family of moderate income 
and completely furnished in 
the modern manner by Kresge 
interior decorators.” Kresge 
Department Store, Newark, 
New Jersey, 1934. 


Art Deco floral-patterned rug 
runner. (Cadillac Jack, Holly- 
wood, California) 


Deco theater carpeting by Wil- 
ton Company manufactured 
in 27 in. widths and laid wall 
to wall in movie theaters 
during the 1930s. (First 75, 
Soho, New York City) 


Bright and colorful vat-dyed 
floral upholstery, drapery, pil- 
low, and slipcover fabrics ex- 
tremely popular and practical 
in home decor during the 
1930s, ‘40s, and ‘50s. Illus- 
trated booklet from Waverly 
Bonded Fabric Company of 
New York, late 1930s. 


Depression room installation 
with overstuffed maroon ve- 
lour chair, floor lamp with 
fringed shade, wallpaper, 
ashtray, blue-mirrored coffee 
table, telephone, console 
radio, circular peach-colored 
wall mirror, and boy's pedal 
car from "Consumers Choice: 
The American Home, 1890— 
1940," Delaware Art Museum, 
1981. 
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Page from John A. Schwartz 
of Brooklyn and Jamaica Gifts 
for the Home Christmas cata- 
log, featuring a three-piece 
modern suite and a three- 
piece traditional furniture set, 
1959 


ern Art, under the aegis of Philip Johnson, held an Summer rug of Kraft fiber | 

exhibition that oddly set Art Nouveau and Art Deco in wi E 
design, Waite Carpet Com- 

direct relationship, as if one were meant to comple- pany (anata en 


ment the other. This idea of interrelating these two 
forms confused the public, who did not take well to 
this particular exhibition. 

By 1934 the ground was broken with a highly 
regarded and successful show at the Museum of 
Modern Art entitled "Machine Art" (also curated by 
twenty-eight-year-old Philip Johnson), which presented 
everything from home furnishings, including modern 
accessories for the living room, bedroom, and kitchen, 
to units for a more modern and efficient office. The 


Metropolitan Museum of Art 
booklet from “The Architect 
and the Industrial Arts” exhi- 
bition of contemporary Amer- 
ican design, 1929. 


With the onslaught of the market crash in October 
1929 and the bleak, early years of the Depression that 
followed, the modern movement became firmly en- 
trenched as the style that brought with it a forward- 
looking trend and a sense of hope for the future in 
the midst of black despair. In 1933, which many 
historians now refer to as the worst year of the Great 
Depression—a year that also found Franklin Delano 
Roosevelt taking office, Hitler becoming chancellor of 
the Third Reich, Prohibition ending, and the National 
Recovery Act going into effect—the Museum of Mod- 
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clean line and functionalism of design at this influential This painted plaster "Dag- 
exhibition helped open the public’s eyes to the aes- Mord eae 


could be purchased at F W 
thetics of the new modern age that was clearly ViBoAS TES mince 
heading their way. 1920s. 


Also in 1934 the Metropolitan Museum of Art held 
an all-important exhibition of contemporary American 
industrial art with more than 230 entries. The mu- 
seum required all artifacts and furnishings contrib- 
uted to the show to be original and created with the 
idea in mind of mass-production manufacturing. 

This industrial art show, perhaps more than any 
other, led to the opening of many small retail shops, 
such as Modernage at 162 East 33rd Street, Doehler 
Metal Furniture Company on Lexington Avenue at 
32nd Street, New Mode Furniture at 342 East 38th 
Street, Joseph Aronson, Inc., at 215 East 58th Street, 
and others. These shops offered tubular-steel chro- 
mium furniture of sturdy construction and high-quality 
modern design, custom upholstered furniture, tables, 
mirrors, lamps, rugs, and accessories as well as 
personal decorating services to customers who wanted 
to "go Moderne" in the 1930s. 

Many household and home-decorating magazines 
of the period such as Arts and Decoration, House 
Beautiful, House and Garden, and Home Furnishings 
began to publish feature articles with photographic 
studies of fashionable, streamlined room settings that 
were easy to maintain, free of clutter, and stripped of 
excess ornamentation. 


Modernism, as we think of it today when looking at This skyscraper Deco 
"tango -orange flower vase 


Colorful Deco “Royal Art Pot- 
tery” vase made in England. 


the simplified high-tech interiors in the New York l i 
of thick-glazed ceramic came 

Times "Home" section, was originally very slow to in three sizes. They can be 
enter into the American home, whose inhabitants still found in a multicolor glaze as 
preferred a clumsy, overstuffed chair to its sleek well as in solid colors, usu- 

h d leath terpart. However, much of i uon 
chrome and leather counterpart. However, much o M enn tee 
the modish 1930s chromium furniture did turn up in graff Pottery Co. of York, 
doctors or dentists’ waiting rooms, in beauty parlors, Pennsylvania, 1930s. 
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The Red Roam Grill, an 
Avondale Dairy store that was 
located in Allentown, Penn- 
sylvania. C. T. Art Colortone 
postcard. 


Installation of a complete ice- 
cream parlor luncheonette 
from the 1930s. Moderne-style 
Catalin, wood, and chrome 
jukebox, glass-brick wall 
panel, chrome and black For- 
mica tables and leatherette 
chairs and counter stools com- 
plete this nostalgic setting. 
(Depression Modern, Soho, 
New York City) 


RED ROOM GRILL — 61x AND HAMILTON ST. — ALLENTOWN, PA. 3A-H923 


Inside cover of a matchbook 
depicting the lunch counter 
of the Central YMCA in Phila- 
delphia, Pennsylvania, ca. 
1935. 


En 
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bakeries, restaurants, nightclubs, or offices revamped 
by commercial construction companies. 

Middle-class homes in the Depression that still 
featured “Humperdinck Gingerbread” ornamentation 
for dining room sets might well have had a porcelain- 
enamel table and chairs with bent tubular chrome 
legs in the kitchen. The new industrial household 
objects designed by Harold Van Doren, Loewy, Teague, 
Dreyfuss, Bel Geddes, and Rohde, including toasters, 
mixers, and other appliances, baby table-radios, and 
the cocktail shaker, usually joined an eclectic mix of 
various period styles in the American home, which 
always has leaned closer to comfort than to design 
concepts pleasing to the more sophisticated eye. 

On the other hand, apartment dwellers were quick 
to utilize modern unit furniture in order to organize 
and simplify limited space. As early as 1927 Paul 
Frankl designed his skyscraper bookcases that, "mov- 
ing upward” through stepped-up, setback progres- 
sions, were just like the towering structures of New 
York City Many reinterpretations and home-craftsman 
versions of Frankl's bookcases were made in the 
1930s for use in the modern den or living room. 


RROME TAL Fae 


BEAUTY SHOPS 


Chrome-plated .. . Steel-framed . . . Kochs-made, with sixty years of 
professional furniture making as a background. The most distinctive 
line ol beauty shop furniture made— yet no higher priced than others 


QC 


DOEHLER presents a most complete and 
interesting collection of modern metal 
and chrome tubular furniture. Styled in 
attractive contemporary designs, suffi- 
ciently conservative to harmonize with 
other periods. Unusually comfortable, 
and very moderate in price. Our Show- 
room is conveniently located—easy to 
reach from all parts of the city. You are 
cordially invited to visit us. 


DOEH 


Chait No, 200? —83;c of avai tube steel. 
chrome plated. All 1nmmi Ags chrome: 
plated Pasieg lawerng, revolving, 
teclining Removable adjestobte neod- 
fest .  Pnce $45.00 


Chole No, 2032 —Chrome-piated bond 
steolbase Recliningbacs femovoble 
headrest can be raed, lowered 

$ 


ZO METAL FURNITURE CO., Inc. 


lowback Chol No 2027 


K 


Highback Chali No. 2028 Tobie — Chrome pleted t one 
plated band ot o Gl tute stee! with bon. 
E ee b! 3950. sreetbose Tap, 16 x 32 Hsu 
c 31000 Height, 39 inches 
No. 2032— Without draa er 


192 Lexington Ave. (cor. of 32nd St.), New Yor 
an HL, MERE I TE AES I AA cUt-—- 


steel Bock hb 124 n 
Price $10.00 

j Puce $12.00 À 

hi No, 2081 —With 1 diower i 

Price $1500 Y j 


Mo. 2052—With 2 drozels 
5 $18.00 


The home bar, if not a separate room, was some- 
times to be found in the cellar of a house or at one 


Mirror No 205? —Plore gloss, 26 in high 
2C . nthes wide mounted on wood frome 
Puce $8.50 
Dresserette No. 2058 — Birchwood bakelite- 
locquer tinish ony color Chrome ploted 
bond stectbroceets Sue 12x28. Price $7.50 


Mirrot No, 205) —Plate glass 24-inch 
ameter Ho't round treme of channel 
steel, chrome ploled Price $15 00 
Dressing Table No. 2054 —Buchzood 
bakenie locqui 


Bench No. 2036—Chrome-piated oval tube 


Tus Homecraft Studios de- 


N P steci WERE CEN S Price $10 00 sene eer 5 es DA $2500 
end, or "nook," of the parlor. The actual bar was often SOIN, rdividusl edem T 
" " " > ee 
purchased at a specialty furniture or department furniture. If your requirements ø 
: : are for original end, coffee, or E i 
Store, or it was built at home from a shop-manual dining tables, fireplaces, or up- a | 
: ; ; : holstered pieces we can supply i j I 
instruction booklet. In the Streamline Moderne curvi- es nt direct KS je 


B 
from factory prices. Arm Chole No. 2915-— Chiome-plored 
home of aval tube stecl, with bond steel 
base Upholsieredseot, bock and aims 
Puce, A 25 00 


Booth Tablo No 2044 —Chiome piloted 
trome olovci tube sicel with bond stee! 


linear style, with glass bricks or tubular neon, re- 
cessed lighting, and chromium trim around a Formica 
countertop, these units were often a family’s first 
piece of modernistic household furniture. After 1933 
and the repeal of Prohibition, many gathered around 
their newly acquired status symbol—the portable 
bar—sitting on high, swivel, chrome-and-leatherette 
barstools, sipping fancy mixed drinks in small chro- 


Our service is also valuable if 
you are interested in Modified 
Modern — modern designs in 
tasteful combination with the tra- 
ditional, We invite consultation. 


€ PRICES S;IGHILT MIGHID IN WISTEOM STATES 


The complete tine af Koch: Chrometot furniture Includes over toriy different 
pieces—everything needed in a beauty shop—all in matched desiga, 


USE THIS COUPON—OR WRITE TO YOUR KOCHS DEALER 


Theo A Kochs Compony 657-479 North Wells Sheet, Chicogo. 
Gentiemen ! would lite to know mare abou! Chromeial lumiture 


The 


HOMECRAFT STUDIOS 


140 East 32nd Street, N. Y. C. 
Tel: Ca. 5-8055 


CHS- CHROMETAL- KOCHS- CHROMETAL- KOCHS- CHROME TAL- KOCHS- CHROME TAL» 
ip 
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KOCHS- CHROMETAL- KOCHS- CHROMETAL- KOCHS- CHROMETAL- KOCHS- CHROMETAL- 
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FEBRUARY 1935 
* 


FEBRU sad » ALE Modernage advertisement, 


ani 


li DISCOUNTS 10 40%. | 


35 CENTS 


1935 


SEP-OCT 
9 


50% TH GANAGA 


America’s Largest Modern Display at 
marked reductions . . . Complete deco- 
tative service . . . 


Dansley Modern Furniture ad 
from Arts and Decoration, 
March 1935. 


Arts and Decoration, Febru- 
ary 1935. 


Popular Home Craft, 
September-Üctober 1934, 
showing "build-it-yourself" 
skyscraper-style modernistic 
magazine case. 


DESIGNED FOR 
PRESENT DAY LIVING 


® Foremost designs in fab- 
rics — authentic modern 
styles—dignity of fine 


woods, are features that 


House Beautiful, City House 
and Apartment issue, Novem- 
ber 1931. 


are typical of the intrinsic 
merit that distinguish all 


Dansloy furniture. 
ALWAYS MODERATELY PRICED Opposite: Doehler and Home- 
craft Studios advertisements 
from Arts and Decoration 
magazine, February 1935; and 
TON ECTIRIN Kochs Chrometal advertise- 
secono FLOOR ment for beauty shops, ca. 
1930s. 
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mium tumblers poured from a chromium and Catalin 
cocktail shaker. These elegant metal bar-sets were 
manufactured by Chase Brass and Copper Company, 
Revere Copper and Brass Company, West Bend Alumi- 
num Company, or Manning Bowman and many other 
firms that hired industrial designers to lend a sense of 
"the modern" to post-Prohibition drinking. Also avail- 
able for the bar were cocktail trays, peanut bowls, 
and hors d'oeuvre and snack trays, as well as other 
novelty bar knickknacks like the oddball toothpick 
olive/cheese retainers that were in the shapes of 
cranes or penguins. 

The elegant cocktail party came to replace the 
need for wild all-night "bathtub gin" binges and 
Gatsby-style house parties so popular in the roaring 
twenties. Usually held from five to seven o'clock, to 
cater to working schedules, this prolonged "Happy 
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Dime store Deco painted-on- 
reverse glass stand-up frame 
with tinted photo of movie 
star Marion Davies. 


Cocktail serving trays in many 
striking design variations were 
a celebration of the end of 
Prohibition. Painted-on-reverse 
glass and chromium cocktail 
trays in distinctive Jazz-Deco 
patterns, ca. 1934. 


Town and Country, May 15, 

1934, ad for International Sil- 

ver Company of Meriden, Con- 

necticut. Post-Prohibition 

silver-plated cocktail shaker 

designed by Lurelle Guild. Bar countertop, wall paneling, 
and mural in Sealex Wall 
Linoleum for a modern-style 
family bar room, den, or cel- 
lar rumpus room in a small 
home. From Sealex Linoleum 
brochure, 1937. Chase Brass 
and Copper Company bar 
accessories complete the 
picture. 


p EE K od INTERNATIONAL 
ew IET WARE 


Brea el N SILVER 
PLATE AND COLOR 


Exqultite dasigns ninco r piae cio 
ful spartling 


The brido—e EI 
mes d e ius us ace wth the pro- ie ee me th 


INTERNATIONAL SILVER CQO. MERIDEN, conn. 


Hour” pattern was also established at finer cocktail 
“lounges” (often just newly opened and decorated in 
the Depression-Moderne style of the 1930s), the cor- 
ner tavern, or at the fancier hotel nightclubs. 

Today the interest in 1930s mass-produced tubular 
chromium furniture is at an all-time high. Streamlined 
metal furnishings such as coffee, or cocktail, tables, 
with black glass or red, green, or black lacquered or 
Formica tops, torchére floor lamps, couches and chairs 
with leather or “leatherette” upholstery, cabinets, 
side tables, standing ashtrays, and other occasional 
furniture create a light airy feeling; they fit in easily 
alongside today's newer modern-design interpretations. 

One major company that produced chromium furni- 
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Green glass-brick bar with 
chrome stools, in model mod- 
ern room at Bloomingdale's 
department store featuring 
painting by Philip Nogga. Pic- 
tured in Arts and Decoration, 
March 1935. 


Evercraft chromium cocktail 
shaker with chrome-metal 
cocktail glasses by Chase 
Brass and Copper Company, 
ca. 1934. 


‘A Portfolio of Furniture," 
drawing from Home Furnish- 
ing Arts, spring-summer 1935. 


Bird's-eye view of fanciful 
"Repeal" cocktail room fea- 
turing painted mural decora- 
tions, electric refrigerator sink, 
recessed glass shelves, and 
chromium bar stools, in Home 
Furnishing Arts, spring 1933. 
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Green lacquer and silver metal 
table, ca. 1930 


glass container were available in a variety of styles, 
as were kitchen and bridge table-and-chair sets, 
desks, vanities, and half-moon chrome-framed mirrors. 

Royalchrome's cold-rolled tubular steel was first 
copper plated, then nickel plated, and then chromium 
plated and buffed. Leatherette used for covering chairs 
and couches was called Tuf-Tex and was available in 
Jasper green, beige, Florentine blue, Harlequin red, 
gloss black, rust, antique ivory, and a rust orange. 
Royaloid Formica tabletops came in verde antique, 
black and gold, Chinese red, and black. It should be 
noted that furniture of tubular chrome offered at 
department stores today often lacks the weight, stur- 
diness, or quality of a similar Deco-period original. 

A modernist living room of the Depression era 
would also have geometric-patterned rugs, wallpaper, 
and draperies, which might feature Picasso-like de- 


ture, the Royal Metal Manufacturing Company, had its 
main showroom in Chicago, with branches in New 
York, Pittsburgh, and Boston, and factories in Michi- 
gan City, Indiana, New York City, Los Angeles, and in 
Toronto, Canada. This company, which produced a 
distinctive furniture line called Royalchrome, sold two- 
and three-cushioned settees, a vast array of chairs, 
and endless assorted pedestal tables, cocktail and 
coffee tables with round, square, or oblong tops 
furnished with alcohol-resistant black-lacquered wood. 
They also were sold with Royaloid tops, a one-inch, 
nine-ply, built-up Formica product with polished alumi- 
Chrome and leather industrial- f 
n cub for beauty num edging. Smokers, smoking tables, and coffee 
parlors, offices, restaurants, tables equipped with chromium-topped ashtrays that 
and for the modern home. had flippers that deposited ashes into a removable 
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Modern chrome furnishings 
featured in Sears, Roebuck 
catalog, 1934. 


— 
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 Streamlined—Chrome Plated 


Those who take pleasure in furnishing their homes with the very latest in 
style will find these pieces instantly appealing! They bring a new kind of com- 
fort—a new smartness that reflects the modern architecture of Chicago's 
Century of l'rogress Exposition! 

„Sofa: Six removable cushions, filled with springs and luxurlously padded. 
Upholstered with washable fahrikoid (artificial leather). Bru steel frame is 
chroinium plated and has ebony color wood arm rests Colors of fabrikoid: 
Maroon and cream, green and yeliow, red and black or brown and tan. 
Length, 66 in. Depth, 20 in. Height, of back from scat, 21 in. "$49 fram 


factory near Chicago, H. 

1 FM 1800 —Shpg wt. 200 ibs State color .. $49, 95 
Smoker, Black formica top (resembles black marbic) is bum- proof and 

stain-proof. Cbromateel base not eaxily tipped, J-picce smoker's set $3 9: 

Top, 3Zxl 31$ in, Height, 18 in 

TF he 3—Shpg. wt T6 tbs. Mailable.., "e $3. 95 
Coffee Table: Bl forimca top, (See smoker description above.) Chrom- 

sitevl base, not easily tipped ias 20x20 RES EGRE 18 in. 

1 FM1804À —5hpg. wt.. 26 lbs . a A à 6. 


. Three beautiful pic 
in a modern adapt 
of rare old class 
Known as "Classic M 
cin" period design 
Fine characte aud - 
gance is expressed 
every line. Finished 
the popular new bh 
white colos daint 
trimmed with gold 
hardwood These me 
may he used with , 
type of furniture 


Lamp Table 
Top, 18x18 in ; he 
28in The lovely oc 
gon shaped top ; 
graceful legs are c 
ao a wealth of pit 
ure. Shpg. wt., 16 tbs 


1FM3434. 


Modern as Tomorrow 
Comfort First! 


Sears Home Furnishing 
Adviser 


Lyn Colby, an author- 
ity on Interior Decora- 
tion, has been retained 
by Sears to help you se- 


Chair: Similar to davenport 
above but has padded back, 
spring hlled seat, and flexible 
spring bise that gives gentle 
rocking motion. Colors: Ma- 
roon and cream, green and 
yellow, fed and biack or 

crown nnd tan. Seat, 20 i 
wide. Back, fS in. high, E: 
set up. State cotor. Shipned 
from factory near Chicago, 
Illinois. 


1 P BP Sams, $14.95 
End Tabte. Black "cbonized" 


Cotice Table 
Top, 24x19 in.; hrig 
19 in. C racefully pror 
tioned, The scalloi 
tray ix removable, wt 
is so handy. Shpg + 


18 Ibs, 
trm343s6 94. 
End Table 
Ton 24x12 in.; heig 
23 in, How much m 
En your chair 


davenport will look w 
this lovely end tabir 


Black lacquer and chrome end 
table. Chrometube by Paidar 
ca. 1930s. 


(plywood | top and shelf. Chrom- 
steel frame, Top, 26x13 in. 
Hc, 22 I5 


y pma why LI $6. 95 


Coffee Table 
"Modern is here to Modern Desk 


stay, any America's a fi 
leading stylists 1. . So An original design that 
Sears biing the very combines the smartness of 
Jutest In modern design modern. furnishings with 


ut 
boss I PC old fashioned convenience, 
y diawer for all your 


side it, The scalloi 
shelf is also n plicas 
note. Shipping weig 


V£M 3439.94. 


lect furnishings for a 
more beautiful home. 


Perhaps you have 
dreamed of having a 
real interior decorator 
give you suggestionson 
color harmony.and bal- 
ance of design, so that 
your home would be 


- walnat, beamifnlly ve- 
the pride of your fam peered with four-way gebh iare, Meana 
ily—and win the admir- Wiatehed Venirs on top shelves for hooks or dec- 
and lower sheti. Top is, 1 walnut 


ation of all who visit 24x24 inches. Height, 24 four. Sire 


you M will inches. Shipping weight, Host" so e. Shipped 
1 y PI n 
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signs or floral patterns of tropical flowers, birds, or 
Chinese bridges and Japanese pagodas. A vase, clock, 
light fixture, or other decorative object had to be 
"moderne" or Deco, and such items were all mass 
produced for a burgeoning new modern marketplace. 
Large, circular blue, peach-pink, yellow, or char- 
treuse mirrors were used for decorative accents. 
False-Moderne-style fireplaces meant to "center" a 
room were painted cream (sometimes blue mirror was 
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glued to the surfaces), with streamlines of thin metal 
strips and glass brick lit from behind. These often had 
hidden compartments on the side or in the mantel 
tops that kept liquor bottles and cocktail glasses from 
view. This all-purpose mystery furniture was for those 
who did not care to sit around the home bar, who still 
wanted to distance themselves from alcohol. Many an 
occasional drinker had become used to hiding bottles 
under the kitchen sink during Prohibition. Novelty 


Howell Chromsteel Furniture 
shown at the Chicago Cen- 
tury of Progress Exposition, 
1933. Home Furnishing Arts, 
fall and winter, 1934. 
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Art Deco woven-cotton drap- 
ery fabric. 
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Glass and metal wall sconce, 
ca. 1929. 


WPA-style lamps of gray-glazed 
ceramic-on-wood with fiber- 
glass shades, ca. 1938. 

The pair are attributed to 
Russel Wright. 
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radios like the Pla-Pal, with concealed spaces for shot 
glasses and small flasks and also places to store 
playing cards and poker chips; tall grandfather clocks 
that doubled as cocktail cabinets; and coffee tables 
with secret slide-in revolving sides for glasses, booze, 
and shakers were the rage both during Prohibition and 
after repeal. 


Pla-Pal “Speakeasy” radio, 
Prohibition-era wooden radio 
with hidden bar, black enamel 
trim, and chrome, ca. 1928. 


Open Pla-Pal radio revealing 
its hidden compartments, 
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Porcelain percolator with 
Catalin knob and chromium 
base and matching creamer 
and sugar container, Fraun- 
feiter China, Royal Rochester 


Late 1920s, early 30s kitchen 
in Depression green, with 
Art Deco-style linoleum, por- 
celain-enamel kitchen table- 
top and hutch, monitor-top 
refrigerator, free-standing 
stove and oven, Mixmaster, 
toaster and assorted house- 
hold products, from “Consum- 
ers Choice. The American 
Home 1890-1940,” Delaware 
Art Museum, 1981. 
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The typical American kitchen in the early years of the 
Depression was not so different from that of the 
1920s and earlier. To be sure, there was more electri- 
cal gadgetry in the home: Waring Blendors, Sunbeam 
Mixmasters, automatic toasters, heavy chrome waffle 
irons, and monitor-top white-enamel refrigerators had 
replaced the icebox (no longer could father kid mother 
about mysterious interludes with the iceman). A gas 
range, if it was not black cast iron, was usually 
two-tone porcelain enamel, either marbleized black 
with white trim, tan with cream, or medium green 
with cream. 

Initially kitchens were kept plain, painted cream, 
French blue, or Depression green (medium Nile-gray 
green) enamel. The all-purpose hutch or larder was 
also painted one of these colors and sometimes 
sported decal appliqués of tulips, Dutch girls, Dutch 
boys, windmills, and sailboats on its door panels. A 
hutch featured a porcelain-enamel work-counter, tin- 
lined drawers for bread and rolls, a flour bin; and 
often it came with enameled-tin cannister sets for 
coffee, tea, flour, sugar, and salt, with these names 
printed on them. 

The kitchen table was usually painted pine with 
drop-leaf side panels and came with four matching 
chairs. Sanitary porcelain-enamel tables, often 
embellished with interesting varicolored geometric or 
floral Deco patterns, were also available. 
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Monitor-top GE refrigerator 
ad from Fortune magazine, 
May 1931, comparing the new 
General Electric model with 
the spirit of modern art, 
thought, and architecture. 


Daringly 


à E 
N a 


aet D: 
ne 


E TS 


distin clively . modern 


=n 


RUE to this dynamie age. when beauty is the unconscious 


outèrowth of the practical, the slauneh lines of the General 


—MÁÁÓÁÓ— 


Electric reflect the spirit of modern art, thought, and arehilceture, 


Its distinctive design heralds a more advanced type of refrigeration 


service. In its Monitor Top is a simple modern mechanism, 


dedo a — —— 
à C — | 


bushed in a blanket of oil —sealed. in a fortress of stech, aóainsl 
time and wear. Beeanse this modern Refrigerator is so well- 
conceived and so ably constructed —and because il is 5a basie- 
ally correct in conlour—time blends it well into the setting of 
any kitchen. Its appearance literally grows on one, Like things 
we lreasure most, if wears well. both mechanically and visually. 


General Electric Company, Electric Refrigeration De partment, 
Section B5, Ianna Building, 1400 Euclid Avenue, Cleveland, Ohio 
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Woolworth's and other dime stores like S. H. Kress, 
H. L. Green, McCrory's, and S. S. Kresge sold trans- 
parent glass dinnerware that became ubiquitous in 
1930s kitchens. Cheaply priced, it was called 
Depression-ware, Depression glass, or "Tank" glass. 
Tinted in cobalt blue, pink (or peach), yellow, red, 
amber, and light, medium, or dark green, the glass- 
ware also came in "plain-clear" Initially the most 
produced, light and medium green are the most com- 
mon colors found today at flea markets and in antique 
shops. Many intricate design patterns were used, and 
often Art Deco fountains, skyscraper motifs, pyramid 
triangles, zigzags, or a moderne pattern of parallel 
lines were embossed on this glass. Opaque Jadite 
green, Delphite blue, and black and white "milk" 
glass also fit into the Depression-ware category. Thick 
Jadite green ware was especially popular for restau- 
rants, cafeterias, or diners in the 1930s. Whether it 
was salt and pepper shakers, measuring cups, water 
pitchers, a flower vase, refrigerator jars, or cake 


Modern packaging. one-pound 
container of Mother's Joy 
Coffee for American Stores, 
Philadelphia, Pennsylvania, 
lithograph on tin, 1933. 


Block-pattern luncheon set in 
green Depression glass. The 
Larkin Merchandise Club of- 
fered the whole set for 59g, 
plus $2 for membership, in 
1931. 
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plates, Depression-ware turned up in almost every 
home, with a great number of glass companies like 
Hazel Atlas, Heisey, Hocking, McKee and Jeannette 
competing in this vast marketplace. Housewives would 
often build their dish sets by going once a week to the 
Rex, Rialto, or Ritz on "Dish-nite" to see a double- 
feature movie, previews of coming attractions, shorts, 
and a Mickey Mouse cartoon. Here they happily 
accepted a cup, saucer, gravy boat, or creamer from 
the manager who greeted them with a smile. 

Ashtrays made of Depression green glass were 
used throughout the house, and at the bar father 
might mix a drink from a translucent red, cobalt blue, 
or green glass decanter or cocktail shaker. Depression 
glass, more than any other single item, always evokes 
the Deco period and is today collected by thousands 
of people who belong to special Depression glass 
clubs and subscribe to newspapers like Depression 
Daze, whose readers through its ads trade and sell 
their dishes by mail. When seen stacked in a china 
closet at home or on window shelves in a shop, the 
sun streaming through, this glass is very colorful and 
cheerful. 
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Enticing waler scenes in a new trealment. 
above n streamline wallpaper dado. A six inch 
Mosnic border is printed along the lop edge 
of this dado paper, which is thirty inches deep. 
The tiles in the wall match about every three 
inches, so by reversing the strips any height 
Dado up to fifty-four inches may be obtained, 
with a esit at the bottom as well as at the 
lop, if desired, The dado is hung horizontally 
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Illustration featuring Kitchen 
setting and modern "sun- 
tested" and waterproofed 
wallpaper from Tribune Wall- 
paper Company booklet, Eliz- 
abeth, New Jersey. 1930s. 


Painted wood and painted-on- 
reverse glass serving tray in 
Depression green and black, 
in zigzag skyscraper Deco 
style, ca. 1935. 


Depression-green glass salt 
and pepper shakers with a 
geometric Deco pattern and 
red Bakelite tops are set in a 
glass "boat" 


The streamlined Sunbeam three different-size 
Automatic Mixmaster is an Depression-green “Jadite” 
attractive electric kitchen glass mixing bowls with a 
appliance that came with juicer attachment, ca. 1935. 


TEES Depression N ita Si : 


‘Che ESreanilined Hitchen 


Industrial designers and new manufacturers in the 
Depression era began to convince mother and dad 
that they should totally remodel their kitchen in Stream- 
line Moderne with built-in efficiency units and cabi- 
nets, Monel metal sinks, and all-white enamel stoves 
and refrigerators, all promising a more sanitary and 
"scientific" environment in which to store, prepare, 
and eat food. In household magazines of the day, 
inviting advertisements for a modern kitchen read, 
"Come In. It's Fun to Work Here!" or "Modernize Your 
Comforts and Economize Your Cares!" 

The "all-electric" kitchen was updated yearly by 
newly designed aerodynamic, streamline-style "pop- 
up" toasters and coffee urns, electric mixers, food- 
steaming trays, kitchen clocks, and even small 
countertop radios. "Fridgedaires," washing machines, 
and stoves began to look more modernistic with each 
year's latest model. In 1933 ads proclaimed "A Com- 
plete New Deal for the Forgotten Kitchen," heralding 
a Norman Bel Geddes-designed white porcelain- 
enameled stove. Housewives who longed for an easy- 
to-clean gas-range unit finally had a major kitchen 
appliance in sanitary white, refashioned with "skirts" 
to the floor, panels to cover burners, and other mod- 
ern, eye-pleasing, labor-saving features. The stoves 
were sold by dealers as "Innovations in Design," and 
each one bore the designer's monogram. In effect, 
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these stoves can be thought of, by today’s standards, 
as "signed" artist's pieces. The Coldspot refrigerator, 
introduced in 1934 and designed by Raymond Loewy 
for Sears, superseded the monitor-top refrigerator and 
added the final touch to the new, modern look for the 
streamlined kitchen. 

Recessed Lumalite lighting was recommended for 
the kitchen with the idea that lighting should be 
bright, yet indirect and never harsh. Paper or canvas 
window shades were replaced by metal venetian 
blinds that came in bright new kitchen colors, and 
sometimes glass brick was added in appropriate 
areas for a dramatic effect. Dishware cabinets that 
once were open or with wood-frame glass doors now 
kept all utensils, products, and dishes hidden from 
view behind solid panels. 
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The revolutionary modern 
refrigerator designed by 
Raymond Loewy for Coldspot 
boosted sales from 15,000 
units to 275,000 within five 
years. 


Opposite: “The nation walks 
on Pabco floors,” four-color, 
geometric, inlaid kitchen 
linoleum manufactured by 
Paraffine Co., Inc. 
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Cherry red and marble white 
linoleum kitchen from Sealex 
Wall Linoleum booklet, 1937. 
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This modern kitchen included 
a breakfast nook with chrome- 
leatherette chairs, venetian 
blinds, and the latest in 
kitchen floor linoleum. Sealex 
Wall Linoleum booklet, 1937. 


Kitchen appliances of the 
1930s depicted in this ad 
from Landers, Frary and Clark 
of New Britain, Connecticut, 
include chromium waffle 
maker, "Turn-easy" toaster, 


"Universal" food mixer, "Mix- 
a-blend" blender, and “glider” 
iron, all featuring "Ever-cool" 
black Bakelite, from House 
Beautiful, November 1940. 


Modern work-saving kitchen 
with Monel metal sink, steel 
furniture with baked-enamel 
finish, exhibited at the Town 
of Tomorrow and the Home 
Building Center at the New 
York World's Fair of 1939. 
Whitehead Metal Products 


trated by Schroyer, 1937. 
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Co., New York, brochure illus- 


Modern kitchen china made 
in Japan and sold at E W 
Woolworth's in the 1930s, 
available in blue or sepia 
tones; Moderne chromium 
coffee percolator patented in 
1922; “Turnover” toaster with 
Art Deco fountain motif, Wes- 
tinghouse Electric Mfg. Co., 
ca. 1927; half-pint "Baby 
Face" milk bottle, "For Moth- 
ers Who Care, " Brookfield 
Dairy, Hellertown, Pennsylva- 
nia, 1930s. 


Five-piece chromium coffee 
set from Sunbeam Co., includ- 
ing coffee pot, electric warm- 
ing unit, creamer, sugar con- 
tainer, and serving tray 


TC bs Senne EA 8 f. 


Geometric Deco-patterned 
kitchen linoleum, ca. 1930s. 
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Magic-Maid Automatic 
Toaster with skyscraper and 
floral Deco pattern, Fitzgerald 
Manufacturing Co., Torrington, 
Connecticut, 1934. 


The porcelain-enamel tabletop with Bauhaus-type 
patterns embossed on it had tubular chrome legs with 
matched "leatherette"-and-chrome chairs replacing 
the "old-fashioned" painted wooden kitchen sets. 

Sets of Catalin or other brand-name plastic-handled 
knives, forks, and spoons added modish Deco accents 
to these kitchens; one or two corresponding colors 
like red or cream were employed to blend into a 
kitchen color scheme. A streamlined kitchen, for the 
first time, used such bright paint colors as red, 
yellow, or royal blue with matched contrasts of softer 
browns, gray, green, or a strong navy blue or black. 
Linoleum was incorporated into these kitchen color 
plans, using bold geometric patterns or sweeping- 
swirling runs of color that often would end in a circle 
in the center of the room. 

In 1939 Russel Wright created the most stream- 
lined and modernistic dish sets when he designed 
“American Modern” dinnerware for Steubenville in an 
array of muted colors, including chartreuse, granite 
gray, seafoam, canteloupe, cedar green, coral, white, 
bean brown, glacier, and black chutney. The "coupe" 
shapes and speckled glazes represented a cross be- 
tween streamlining and Surrealism and brought a 
new added symbol of progress from an important 
industrial designer to the ultramodern kitchen. In the 
early 1930s Wright designed spun aluminum home 
accessories with clean, sharp beauty for a number of 
companies. These pieces included a samovar, coffee 
pots, a tea set, ice pails, beer pitchers, and other 
elegant moderne pieces. He also designed items in 
chrome for the Chase Brass and Copper Company, 
which regularly employed the best industrial design- 
ers for its lines of chrome and copper objects and 
home accessories. 

Product manufacturers kept apace with the "design 


decade" by offering boldly modernistic and colorful 
packaging to fit into the new scheme of the modern 
kitchen. Detergent boxes, scouring-cleanser cans, cof- 
fee tins, Log Cabin Syrup tins, and other consumer 
products all had to compete in this new marketplace. 

In the April 1935 issue of Arts and Decoration, the 
editors scolded "new-fangled" designers with the 
admonition that “the kitchen is the one scientific 
room in most houses and it should look both work- 
manlike and spotless. But there is no need for it to 
look like a laboratory, while so many industrial de- 
signers hug the "woman's part of the house’ to their 
hearts." In a 1936 Arts and Decoration, Walter Dorwin 
Teague replied, "Painting and sculpture are art but so 
is the making of kitchen sinks and pickle bottles." 

Industrial designers like Mr. Teague did not miss a 
(breakfast) nook or (corner cabinet) cranny in their 
desire to make over the world of the kitchen—and 
everything else along with it. 


American Modern teapot 
designed in 1937 by Russel 
Wright. 
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Housewives in the Depression could not avoid collect- 
ing kitchen bric-a-brac or utilitarian artifacts, be they 
glass or metal cannister sets, streamlined tin bread- 
boxes with Catalin knobs, or humorous figural ceramic 
cookie jars like the ones featuring southern mammies. 
One thing was certain in the 1930s: south-of-the- 
border-down-Mexico-way motifs for use in the kitchen 
were all the rage. The bright, intense colors of old 
Mexico fit into the new modern schemes of remod- 
eled kitchens and also seemed to lift the gray spirit of 
“Old Man Depression,” who many felt was about to 
be ousted, any day, by "Kid Prosperity" Just as Art 
Deco had originally used flowers, fountains, and ferns 
over pure geometric line, so the colorful "Mexicana" 
theme came into play in the streamlined American 
kitchen. 

Wall decorations, knickknack figurines, planters, 
salt and pepper shakers, curtains, dishtowels, embroi- 
dered napkins and napkin holders, brightly patterned 
tablecloths, drink sets, and dish sets all featured 
various images of colorful Mexican pottery: senoritas 
dancing amidst flowers and palms, hombres in over- 
size sombreros taking a "siesta" in the sun next to 
giant cacti or mules, or market vendors holding up 
bowls of sun-ripened vegetables and fruit. Life in 
Mexico appeared to be simple, warm, and without Mecane ene 
care, and Mexicana images lent an air of relaxation to decoratives, handmade by 
a kitchen setting. Olga Heitke, ca. 1938. 


Framed embroidered 
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Painted-on-reverse glass and 
wood-framed Deco Mexicana- 
style kitchen snack trays, ca. 
1940. 
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Winter 1928-29 Land Cruise 
travel booklet, featuring Art 
Deco cover illustrations of 
California desert cactus and 
flowers. Raymond and Whit- 
comb Company of Chicago. 


Beco Mexicana 
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Kitchen shelves featuring apartment of Jeffrey Geiger tery Company, Paden City, 
Caliente dinnerware (marked and Tim Goetz in Manhattan. West Virginia, ca. 1930s. 
Shell-Krest) in the Deco Produced by Paden City Pot- 
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Deco Dishes 


The J. A. Bauer Pottery Company was among the first 
to bring “hot” colors into the kitchens of southern 
California, where the company originated and where 
many homes were built in the Adobe-Hacienda or 
Mission style, which employed cement-stucco on the 
entire facade, ceramic pipe roofing, and Spanish tile 
and wrought-iron detailing. In the midst of the retail 
market's Depression gloom in 1930, Bauer produced 
sets of multicolor dishware in a spectrum of highly 
glazed colors, including Jade green, Delph blue (light), 
Royal blue (dark), black, Chinese yellow, and a Califor- 
nia orange-red. The intense red was made with ura- 
nium, which had to be imported from the Belgian 
Congo (now Zaire). 

So popular was Bauer's California-colored pottery— 
in design lines called La Linda, El Chico, and Monter- 
rey Moderne—which included varied “technicolor” 
nesting bowls, large urns and oil jars, and other 
utilitarian pieces in addition to their regular dishware, 
that other pottery firms rapidly followed suit. Califor- 
nia residents or tourists could now bring home "sou- 
venir pottery" for their Hacienda-style kitchens from 
the popular vacation resort of Catalina Island where 
the first colored pottery was manufactured. Under the 
name Catalina Clay Products, a solid-color dishware 

. was marketed as “Avalonware.” 
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Fiesta-ware “Red” coffeepot 
made by the Homer-Laughlin 
China Co. (Mood Indigo, Soho, 
New York City] 


Harlequin coffee cup on a 
special combination saucer/ 
ashtray available in 1938 
from the Homer Laughlin 
China Co. and sold at E W. 
Woolworth's. Also shown is 
a teaspoon with a red Catalin 
handle, a Lucky Strike Green 
cigarette pack, and a Horn 
and Hardart Company souve- 
nir matchbook welcoming 
World's Fair visitors to 
Manhattan in 1939. 


Deco Dishes $7 mee: 


The "Big Five" manufacturers of this type of pot- 
tery were J. A. Bauer; Gladding McBean & Co., which 
featured a Franciscan-ware and an El Patio line; the 
Pacific Clay Products Company, which began produc- 
ing a line in bright shades called "Hostess-ware" in 
1932; Vernon Kilns, which started making "art pot- 
tery” in 1916 and entered the colored-pottery field 
with a line called “Montecito”; and the Metlox Poppy 
Trail Manufacturing Company. Other "Mexican-design" 
companies that created interesting dishware were 
the American Ceramic Company, with "La Mirada"; 
the Santa Anita Potteries; Caliente; Yorktowne, with 
a Mango" red; and Meyers, with its "California 
Rainbow.’ 

One of the first companies in the East to notice this 
colorful and lucrative dishware trend was the Homer- 
Laughlin China Company of Newell, West Virginia, 
which introduced its phenomenally successful Fiesta- 
ware in 1936. A Fiesta-ware ad in that year declared, 
“Originating in California, inspired by the colorful 
spectacles of Mexico, Fiesta Dinnerware has flashed 
across the country in a gay blaze of color. Its beautiful 
rainbow shades have captivated the hearts of house- 
wives, bringing cheer and gayety into the home, 
adding festive charm to al fresco dining.” 

Designed by an Englishman named Frederick Rhead, 
Fiesta dishes featured an original color roster of dark 
cobalt, turquoise, medium green, old ivory, yellow, and 
a brilliant Fiesta orange-red. Later colors included 
rose, gray, forest green, and chartreuse. The Homer- 
Laughlin Company, which had wide distribution in 
department stores all over the country, replaced their 
antiquated dipping tubs with high-speed conveyor 
belts and an automated spray-glazing machine that 
could handle 30,000 pieces of Fiesta per day. 

Meanwhile, at the dime store, mother could buy 
"Harlequin," a cheaper pottery that also featured 
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bright colors. This was sold exclusively at Woolworth's. 
A line called "Tango" was sold at J. J. Newberry. 
These brands, including one called "Riviera," were all 
produced by the Homer-Laughlin Company and today 
sell at smart Deco shops for high prices, right along- 
side the quality Fiesta-ware or Bauer. In the late 
1930s a complete seventy-six piece set of Fiesta Din- 
nerware sold for $20 or less, depending on the outlet. 
Large salad bowls, juice pitchers, coffee pots, wine 
carafes, compotes, syrup dispensers, bud or full-size 
flower vases, candle holders, mustard pots, covered 
casserole dishes, and marmalade jars cost extra. They 
are, by the same standard, high-price collector's pieces 
due to their rarity. A Fiesta syrup pitcher, for example, 
might cost $100 today. As well as glazed ceramic 
tumblers in all colors, Fiesta also produced clear glass 
tumblers embossed with colorful Mexican sombreros, 
cacti, water jugs, and other bright symbols of Mexi- 
can life. 
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Fiesta gravy boat designed by 
Frederick Rhead for Homer- 
Laughlin China Co. 


Another line of Fiesta-ware was called Kitchen 
Kraft, decorated with striking "Mexicana," Indian, 
and sunflower patterns. Kitchen Kraft also had a 
separate line in solid colors of red, blue, yellow, and 
green. Large platters, casseroles, mixing bowls, pie 
plates, covered jugs and jars, and sturdy-looking 
bulbous-shaped salt and pepper shakers for the kitchen 
range were a highlight of the popular Kitchen Kraft 
sets, which featured underglaze Mexican-inspired decal 
images on an ivory cream-colored body. In the gay 
spirit of old Mexico, decal appliqués were sold every- 
where in America in the 1930s, including the hard- 
ware store, the five-and-dime store, and novelty and 
variety stores. These were transferred onto glassware 
and kitchen cabinets with decorative abandon. 

The use of South-of-the-Border decor continued on 
into the 1940s, when the United States developed its 
"friendly neighbor” policy, but Fiesta red "went to 
war" along with Lucky Strike green and cobalt blue. 
The "cobalt" that was an ingredient in manufacturing 
atomic bombs had been used in blue Depression- 
ware dishes and blue mirrors. Eliminating the solid 
green on Lucky Strike cigarette packaging was said to 
have aided the war effort by saving bronze (the new 
red, black, and white package was designed by Ray- 
mond Loewy), and certain elements that went into 
producing Fiesta red could not be imported during 
wartime. 


‘Aladdin Lamp” streamlined 
teapot, gloss pastel kitchen- 
ware manufactured by J. A. 
Bauer Pottery Co., Los Ange- 
les, California, 1941. 


Kitchen Kraft meat platter 
with Mexicana pattern in the 
Fiesta-ware line of dishware, 
from Homer Laughlin China 
Co., ca. 1939. 
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During the first three decades of this century, Broadway 
musicals, Hollywood films, and exotic musical revues 
“glorified” the American girl, adorning her in expen- 
sive furs, plumes, and jewels. Stage stars of the day 
like Marilyn Miller, Ruth Etting, or the Dolly Sisters 
were presented by showmen George White or Florenz 
Ziegfeld as goddesslike images of feminine perfec- 
tion. Many of the shows featured nudity, often in the 
guise of a "living" tableau of beautiful women, some 
draped seductively in sheer transparent fabric. 

Much of the fine Art Deco bronze/ivory statuary of 
D. Chiparus, F Preiss, Alonzo, Jacquemin, Bruno Zack, 
and other artisans was inspired by showgirls in the 
Ziegfeld Follies and the Casino de Paris, or by cabaret 
dancer-singers like Josephine Baker, a ravishing black 
American who created a stir in Paris in the twenties 
when she appeared, often nude, singing her jazzy, 
sophisticated songs. 

Dancing-lady nude statuettes for use as decorative 
objects in the parlor, bar, or den came to symbolize a 


S 


new liberated attitude toward sensuality in the emerg- 
ing modernist age. Leading the way was French 
sculptor Max Le Verrier who created highly stylized 
nude figurines of women with modernelike features 
and streamlined hairstyles. Cast in white metal and 
finished in a green patina that was meant to simulate 
aged copper or bronze, these "green ladies," as they 
were called in the twenties, stood on tiered black- 
marble bases with outstretched hands holding up 
electric lights in frosted globes. Mood-lamp green- 
lady statuettes became conversation pieces that gave 
a touch of outré to home decor in the twenties and 
thirties, and they have come to be thought of as a 
primary object-form that symbolizes the Art Deco era. 
Sold originally in Paris at the prestigious art/gift salon 
Primavera, Le Verrier pieces, including bookend sets 
and lamps, were exported for sale in the United 
States. These became prototypes for American manu- 
facturers’ own mass-produced versions—sold for prices 
that would attract the middle-class consumer. 
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Art Deco mood lamp on a 
blue mirror by Le Verrier, 
painted in green finish on 
French metal and set on mar- 
ble base. Sold originally at 
Primavera in Paris, 1925. 
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placques, vase holders, candle sets, cigarette stands 
(with glass containers), fishbowl stands, fruit bowls, 
candy dishes, and the like were sold at better depart- 
ment stores, gift shops, or through sales catalogs. 
Most popular were the "mood lamps” that featured 


Diana the Huntress, stylized 
Deco wall plaque in chromi- 
um, Stamped Frankart, Inc., 
1930. 


Green painted metal twin- 
nude-nymphet cigarette holder 
with glass box insert, Frankart, 
Inc. 


The most prominent and prolific of the small manu- 
facturing firms that produced such design pieces was 
Frankart, Inc., which styled itself as "manufacturers of 
objects of Art in metal.” The main salesroom and 
offices of the company were located at 225 Fifth 
Avenue, a design studio was at 33 West 67th Street, 
and a factory at 542-548 Casanova Street, all in 
Manhattan. Arthur von Frankenberg, the zealous pres- 
ident of the company who was also its art director, 
sculpted his various nude statuettes himself from live 
models, preferably women with long, lithe bodies and 
angular features. 

Frankart, Inc’s first “nudie” was produced in 1921. 
Called "Flame," it was a candle holder in the Art 
Nouveau style. Following the opening of King Tut's 
tomb in 1922 and the rage for anything Egyptian, von 
Frankenberg added stepped-up tiers to his statuary 
bases, introducing a more Deco style. Imprinted 
“Frankart, Inc.’ on the base, along with a date and a 
patent number, these nude statuettes, bookend sets, 


Metal and glass flower vase, 
floor-standing or table ashtrays, clocks, wall masks, 


Frankart, Inc., 1928. 
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one, two, or more nude figures staring into a light, 
holding a large crackle-glass globe up into the air, or 
sitting in front of a glass cylinder meant to diffuse the 
light and create a dramatic effect. Silhouette mood 
lamps usually had a single nude holding up a round 
piece of frosted or rippled glass in front of a light or 
positioned in front of a rectangular, tinted glass. Also 
called "shadow lamps," these exotic artifacts be- 
came status symbols in homes and apartments, often 
placed on a fireplace mantel, an end table, a bedroom 
vanity, or a hall console. In this early period of moder- 
nity there was a mystical fascination with electric 
light, and these novelty lamps were an aspect of 


Mood lamp in white metal 
painted Depression green 
with nudes gazing into green 
glass-rod fixture, marked 
Frankart, 1927. 


Standing ashtray with gold 
copper finish, Frankart, Inc. 


attempting to use "Mazda-lite" in colorful, new, and 
interesting ways. Shadow or mood lamps were also 
placed on round blue mirrors in order to reflect light. 
All Frankart products were cast metal, aluminum 
alloy, Brittania, or French metal. A 1930—31 Frankart, 
Inc., catalog refers to "bronze finishes" on these 
statuettes, but in reality they were painted in the 
following colors: Jap ( a very dark brown with green 
crevices), Depression green (a medium Nile-gray green], 
dark green with light-green speckles, gunmetal gray, 
black ebony, copper gold, or luminescent ivory. The 
most popular color for the Frankart line was Depres- 
sion green. Crackle-glass globes or cylinders were 
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available in a number of frosted colors, including rose, 
green, amber, crystal, and white. 

If you study Busby Berkeley's Gold Diggers of 1933, 
Footlight Parade, or Dames closely, you will spot 
Frankarts sitting on coffee tables or nightstands in 
Joan Blondell's or Ruby Keeler' s New York apart- 
ments. They may also be noted in Marx Brothers 
movies. 

Arthur von Frankenberg imbued these unique pieces 
with the same elfin, gamine quality seen in the 
androgynous men and women of the popular paint- 
ings, prints, and calendars of Maxfield Parrish. Other 
1930s companies imitated the Frankart line, but the 
products made by Nu-Art and Eckart do not have the 
anatomical perfection and "esprit" of Mr. von Franken- 
berg s figurines. 


Frankart, Inc., also added comical cowgirls, cow- 
boys, gauchos, street cleaners, hunters, waiters, golf- 
ers, babies, Herculean men, and other characters to 
their specialty line; many of the “funny” pieces were 
designed for the firm by John Held, Jr, one of the 
foremost caricaturists to come out of the roaring 
twenties. Monkeys, seals, leaping deer, ibex, wolves, 
dogs, elephants, bear cubs, and puffed-up doves were 
also part of the Frankart line. It is the nude-nymphet 
statuary, however, created as useful and functional 
pieces for the home, that have come to be among the 
most prized Art Deco collector pieces today. 

Many of these are reproduced for today's "Echo 
Deco" marketplace, but the newer versions are often 
crudely painted, without attention to detail, and, 
wisely, are not imprinted with the original Frankart 
signature. 

Frankart, Inc., went out of business in the Depres- 
sion, and in the mid-1940s most of the original von 
Frankenberg molds were, unfortunately, sold by weight 
as scrap metal and destroyed. 

An original Frankart catalog reads, "Particular em- 


Opposite: 

Iwo Egyptian-style nude- 
nymphets holding up crackle- 
glass globe. Electric lamp, 
height 18 in., made by Frank- 
art, Inc., 1928. 


Nude-nymphet “shadow 
lamp" holding circular rippled- 
glass “moon,” height 16 in., 
Frankart, Inc., 1930. 


Combination ashtray and cig- 
arette box in green milk glass 
with stylized painted nude, 
marked Frankart, ca. 1930. 


Gunmetal gray Frankart figures 
holding copper fruit bowl 
aloft, 1928. 
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Monkey ash receiver, Frankart, t 
Inc., catalog, 1931. 


Puffed-up dove, gold patina 
ashtray, Frankart, Inc., 1927. 


Leaping gazelle bookend, gun- 
metal finish on white metal, 
Frankart, Inc., 1927. 


Jtonk&ey No. T503/ 
Aste Receives Height 7 inches 


DISTINCTIVE METAL GDODS 
CATALOGU TL 


NEW YORK 


phasis has been stressed on artistic conceptions of 
streamline designs expressing the modern vogue. 
Inventive ingenuity has happily combined with artistic 
ability to create objets d'art of practicability.” 

Though many of these individually molded objects 
that were mass produced in Frankart's small New 
York factory (there were over 150 different variations) 
now sell for hundreds of dollars, the original prices, 
as seen in a 1933 L & C Mayers Company Merchan- 
dise Catalogue, were in a range of $4 to $20, with 
nudie bookends selling for $4, a dinner gong for $7, a 
shadow lamp for $13.50, and a beautiful smoking 
stand for $14. 
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Puttin’ on the Dog 


Deco-period dogs that appear on graphics, in maga- 
zine advertisements, vintage greeting cards, on drink- 
ing glass tumblers and pitchers, decks of bridge and 
pinochle playing cards, on ashtrays, and as decorative 
statuary for the 1930s living room or office number 
many of the most-esteemed terriers, including the 
Scottish, the Boston, the fox, the Kerry blue, and the 
wire-haired, in addition to the borzoi, the whippet, 
and the greyhound. 

In the 1920s German shepherds enjoyed a great 
popularity, inspired by the famous movie dogs Strong- 
heart and Rin Tin Tin, and many objects such as 
ashtrays, incense burners, and mood lamps from the 
twenties featured a shepherd. 

In the 1930s glamorous ladies of the stage and 
screen took to walking the elegant borzoi, greyhound, 
and whippet, which in terms of streamlining and as 
symbols of speed were very appealing to moderne 
tastes. Images of these dogs appeared frequently on 
jewelry, in Louis Icart prints, and, of course, a running 
greyhound became the trademark symbol of a renowned 
bus company. 

Boston terriers, then called Boston bull terriers, are 
almost synonymous with the 1920s and ‘30s, when 
they enjoyed their greatest popularity as the first 
American purebred dog. Betty Boop’s black-and-white 
rascal sidekick Bimbo, with his bulging Eddie Cantor 
banjo eyes, is a Boston terrier, a lively "out-of-the- 


Congress playing cards 
featuring the elegant and 
graceful borzoi, 1930s. 


Boston terrier Depression-era 
cast-iron doorstop. 
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The Dog Bar matchbook 
claimed on the inside cover 
that it was "America's only 
Dog Bar” The "canine" bar 
for humans was in the Hotel 
West Falls, West Falls, 

New York (18 miles from 
downtown Buffalo). 


Fala, the famous White House 
“Scottie” whose master was 
the equally famous Franklin 
Delano Roosevelt, had his 
own 78rpm record album on 
Monarch Records, Inc. His 
name and image also 
appeared on schoolbook read- 
ers, storybooks, coloring 
books, and pencil boxes 
throughout the 1930s and ‘40s, 
A comic Fala is seen here 


making mischief on the White MONARCH fot RECORDS, INC. 


House lawn. 


“Hoot Mon" Scottie dog 
playing card set came in an 
attractive box from Russell 
Playing Card Co., New York, 
1932. 
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Catalin novelty Scottie 
costume-jewelry dress pin, 
carved and hand-painted with 
glass eye insert. 


Comic birthday-greeting card 
featuring the ubiquitous black 
Scottie, shown here with cock- 
tail shaker. Inside a very drunk 
dog is shown with the senti- 
ment, "Speaking of 'good 
shakers' l'd like to shake your 
hand while wishing you a 
Jolly ‘mix’ of birthday plea- 
-sures grand!” 


Boston bull terrier Art Deco- 
design playing card, 1930. 


Playing card featuring wire- 
haired terrier and Scottish 
terrier, both popular canines 
of the 1930s and ‘40s. 


Black, white, and red Scot- 
ties cavort on glass kitchen 
tumbler. 
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Boston terrier featured on the 
cover of Nature magazine, 
November 1931, in an infinity 
repeat image. 


NOVEMBER 1931 35€ VOLA8,NO.5 
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inkwell" creation of cartoonist Max Fleischer. The 
Boston terrier image turns up frequently as painted 
iron doorstops, which were ubiquitous items in the 
1930s household, as incense burners (incense burned 
in the dog's mouth came out as smoke through its 
nostrils), on Frankart ashtrays, and on bridge score- 
cards, playing cards, glass knickknacks, and many 
other decorative and amusing household items. 

The wire-haired terrier is also represented on a 
variety of similar objects due to the fame of an 
M-G-M dog star named Asta, who helped elegant 
William Powell and sophisticated Myrna Loy, as the 
Dashiell Hammett detective couple, solve their cases 
in The Thin Man film series. 

Outdoing all of these dogs in 1930s fashion was 
President Roosevelt's beloved companion, the Scot- 
tie Fala. Not only were there books and coloring books 
for children telling the story of the president's dog, 
but the Scottie, wearing a plaid or red collar, was 
utilized with great frequency on everything from dish- 
towels to napkins and on pillows, glasses, serving 
trays, bowls, canisters, pincushions, planters, or as 
decorative glass or metal statuary. The Fala fad reached 
great heights in the thirties, and once again, in this 
Deco-revival period, Scotties have become fashion- 
able and are winning top honors at dog shows. 


, SCOTTIE 


Just as cats today are seen everywhere, on every 
conceivable kind of merchandise, on calendars, and 
as subjects for books, in the Depression era it was the 
well-bred dog that had his day. 

Other animals and critters found as elements or 
symbols in Art Deco design are the polar bear, the 
seal, and the penguin, made instantly popular world- 
wide after Admiral Byrd’s trip to the South Pole. Other 
prominent subjects within the Deco canon were the 
eagle, falcon, puffed-up dove, turkey, and pigeon. 
Camels, horses, elephants, foxes, wild boar, bison, 
panthers, and lions also appeared within the context 
of Deco decorative schemes. Leaping gazelles, ante- 
lopes, and the theme of /es biches recur again and 
again in the twenties and thirties on everything from 
fine glassware to statuary, clocks, and other objects, 
or as ornamentation on divider screens and architec- 
tural bronze grillwork. 
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Scottish terriers on hand- 
embroidered plaid napkin; red 
Catalin napkin holder, yellow 
Catalin baby spoon, green 
and cream plastic children’s 
utensils. 


Red plastic Scottie dog dress 
pin with moving head, 1930s. 


Wide-scale manufacturing of radio sets began in 
1920, but it was not until 1927, with "A-C plug-ins,” 
that the radio became a permanent fixture in the Amer- 
ican home. The earliest forms of radio, with roots 
going back as far as 1887, were the wireless and the 
crystal sets with their cumbersome cornucopia speak 
ers and complex paraphernalia. These kept radio in 
the hobbyist or experimental stage for some time, but 
by 1928, when factories were producing 75,000 sets 
each week for shipment to music stores, department 
stores, and furniture outlets, radio had come of age. 
In 1933, in the midst of the Great Depression, 26 
million Americans owned a radio purchased at an 
average cost of $100. By 1938 a family could buy an 
eight-tube, automatic "touch-tune" console model 
with improved "hardware" created to "house" the set 
and speaker for $49.95, but by then the popular 
"Baby" table model could be bought in the $9.95 
- category at many salesrooms. 


Radio had a tremendous impact on the average 
citizen, breaking down barriers of regionalism, nar- 
rowing the gap between city and country, and opening 
up a new age of information and entertainment for 
the entire world. While not everyone went to "the 
pictures," no one could escape "the great synthesizer” 
that had entered their very own living room. With 
radio signals burning nightly through the ether, mother, 
father, sister, junior, and the family dog Rex would 
gather together in the parlor to listen, dream, and 
enter into the magic auditory dimension of "sound." 
Radio appealed to the imagination and could stimu- 
late "pictures" in the mind of the listener—no matter 
that crumpling cellophane in front of a microphone 
produced the sound of a crackling fire or that coconut 
shells hitting a soundboard mimicked the galloping 
hoofbeats of the great horse Silver, the Lone Ranger's 
white stallion. 

Radio's mass appeal revolutionized the advertising 


Classic, aerodynamic teardrop, 
butterscotch Catalin table- 
model Fada “Streamliner” 
radio, manufactured in 1941 
by Fada Radio & Electric. Co., 
Inc., Long Island City, New 
York. 
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Decorative endpaper illustra- 
tion for All About Amos 'n' Tabletop ebony-black plastic 
Andy and Their Creators radio sold originally in 1940 
Correll and Gosden, published for $9.25 from Allied Radio 
by Rand McNally & Co., 1929. catalog, Chicago, Illinois. 
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medium, and news reports, broadcast live, could now 
be heard around the clock. Sports, prizefights, political 
conventions, and FDR, who first instituted his Fireside 
Chats from the White House on March 12, 1933, could 
rivet listeners to their radios, giving them the impres- 
sion that they were right there at the event. By the 
1930s, tuning in to your favorite programs— "Amos 'n' 
Andy" (the most popular, with 30 million weekly 
listeners), based on two black characters from Harlem 
played by two white former vaudevillians Freeman 
Gosden and Charles Correll; "Fibber McGee and 
Molly," which holds the record for the second all-time 
highest rating for a radio program; "One Man's Fam- 
ily, and His Bewildering Offspring"; or "The Kate 
Smith Show," featuring the Songbird of the South 

. —had become a steady radio routine. By 1940 there 


was at least one radio in each American home and 
one in every car. 

The most popular radio set for the home was an 
imposing four-legged console that housed six, eight, 
or more large tubes, a speaker, a tuning dial, control 
knobs, and, sometimes, the added feature of a 78 rpm 
phonograph hidden in a sliding compartment. These 
handsomely crafted pieces of furniture became the 
focal point for the living room then just as a television 
set often is today. 

As a status symbol, the 1929 family might purchase 
a finely constructed, gleaming hardwood, eight-tube 
Stromberg-Carlson console (the Packard of radios) for 
$380 while the powerful RCA Radiola specialty con- 
sole was $575. Radio sets came down considerably in 
price during the Depression years, with most house- 
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All About Amos ‘n’ Andy and 
Their Creators Correll & 
Gosden, book with dust 
jacket by C. J. Correll (Andy) 
and F F Gosden (Amos), pub- 
lished by Rand McNally & 
Co., copyright 1929. 


Charlie McCarthy Majestic 
radío in white enamel on 
metal with the figurine in 
painted metal alloy, 1938. 
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“Radio Orphan Annie's 1939 
Official Secret Society Mem- 
bership Manual" contains 
secret passwords, ads for 
sending away for Orphan 
Annie decoder pins and other 
Ovaltine radio premium give- 
aways. This page from the 
booklet illustrates Annie and 
her Harold Gray comic-strip 
pals coming to life right out 
of the family radio set. Pub- 
lished by the Wander Co. of 
Chicago, Illinois—makers of 
Ovaltine. 


Emerson superheterodyne 
radio on an advertising 
matchbook. 
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MODEL-AM-I3I- &TUBE AC-DC 
SUPERHETEROOYNE 
AMERICAN BROADCAST 


FOREIGN-POLICE $29.95 
— ad 


EET us in front of your radio every day at Orphan Annie time! Listen to Annie’s 
adventures on the radio—every single day except Saturday and Sunday. And be 
sure you're on time, so you won't miss anything! 

You never can tell when Orphan Annie may be broadcasting an important secret message 
in the new 1939 mystery code that's explained on page 6 of this book! There'll be lots of 
secret messages that no one but 1939 members can understand! So always have a pencil 
and paper with you at the radio ready to take down messages! And listen every ntghi— 
so you'll be right up-to-date on Annie's thrilling new adventures! j 


holds buying on the installment plan, $5 down and $5 
per month. While Atwater-Kent, Stromberg-Carlson, 
and Sparton sets were in the more expensive cate- 
gory, the most common were from RCA, Philco, Zenith, 
and Silvertone's all-wave "Wonder Radio,” which 
sold through the Sears catalogs. Zenith introduced 
moderne styling for their deluxe console cabinetware 
and featured a white lightning-bolt dial against a 
black background on which were printed call letters of 
distant radio stations coast to coast. Zenith was 
famous for the magic "green eye" that glowed myste- 
riously when the tubes warmed up. 

The technology of radio had improved by the mid- 
1930s, and so had radio hardware. Industrial design- 
ers were hired by radio companies to take their 
cabinets from Rosebud- Gothic cathedral or Ginger- 
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bread rococo styling into the sleeker contours of 
Streamline Moderne. The aerodynamic teardrop su- 
perheterodyne "Baby" Fada table radio, with a machine- 
molded, polished Catalin cabinet, is a first-rate example 
of how designers changed the shape of the smaller 
units. The modernistic styling has one side squared 
off and the other curved, as in the streamlining of 
automobiles like the Chrysler and DeSoto Airflows. 
Despite the fact that Frank A. D’Andrea sold the rights 
to his Long Island City company in 1934, the Fada 
"bullets," as they were called on the assembly line, 
continued to be produced until just after the war. 

The Sparks-Withington Company, producer of Sparton 
radios, hired Walter Dorwin Teague to design several 
models, which resembled automobile grilles and dash- 
boards. Teague combined cobalt blue, peach, or green 


Radio Mirror magazine, June 
1935, cover portrait of the 


lovely singer Ruth Etting, 
j : sometimes billed as "Chica- 
: ^" go's Sweetheart" and also 
l 10 called “The Glamorous Vocal 
fiacraopen 0 3 > l Garbo, " by famed illustrator 
E A. Mozert. 


Radio Mirror magazine, 
October 1934, featuring the 
dynamic “Songbird of the 
South," Miss Kate Smith, who 
had one of the top radio 
shows. 


Meet Radio’s Why the Downeys Helen Menken's 
Craziest Star Are Lucky In Love Perfect Radio Voice 


What is Father Coughlin's Future in Radio? 


Radio Aye 107 — 


oA a I IN 


W eg 
COULD NEVER HE, 


AEN 


Y 


ON ABSA may, Na 


= 
= 
í 
f 
B 
T— 
vieni 
A 
d 
2 
A 
Z 
Z 
J 
f 
f 
A 
à 
F 
, 


i NO "GUESSWORK" TUNING 
Conventional deer i WITH THE 


smart ebonized finishes | ih 4 i LU i | BIG BLACK DIAL 


| 


wt 


— 


THE ZENITH STRATOSPHERE 
.$750...AND WORTH IT 


Revolutionizes Radio Reception 


25 Tubes e Split-Second Tuning 
Triple-Filtering « World-W'ide Reception 
3 Concert Speakers... 
Bass—Intermediate—Treble 
Micro-Harmonic Fidelity - 2 be DISTANCE =, ^ 


Zenith Stratosphere Console 
twenty-five-tube radio with 
three concert speakers and 
split-second timing, in ebon- 
ized finish or conventional 


walnut, Fortune magazine, 
Thirty-eight other models in all price ranges November 1938 


LONG OISTANCE“R A DIO 


ZENITH RADIO CORPORATION, CHICAGO 
For 20 years makers of fine radios 


EUROPE, SOUTH AMERICA OR THE ORIENT EVERY DAY OR YOUR MONEY BACK 


Dia 
One Half Actual Siz 
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Streamlined Sparton radio in 
metal with imitation wood- 
grain lithography, designed 
by Walter Dorwin Teague to 
resemble an automobile dash- 
board, Sparks-Withington Co., 
1935. 


Aerodynamic, lipstick-red 
Plexon and Lucite table radio, 
Cyart Manufacturing Company, 
ca, 1946. 


Cathedral-style yellow Catalin 
Emerson radio, 1937. 


Tabletop Sparton radio fash- 
ioned from cobalt-blue mirror 
and ebonized wood with 
chrome-metal strips. Designed 
by Walter Dorwin Teague in 
the automotive-Moderne style 
for Sparks-Withington Co., 
Jackson, Michigan, 1936. 
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Table-model yellow Marblette 
à radio in lyre shape, manufac- 
^4 d MU b : tured by DeWald, ca. 1938. 


Em 
QM 


Moderne-style RCA Victor 
table-model console radio de- 


Baby tabletop General Flec- signed by John Vassos, in 
tric radio in brown marble- wood veneer with steel 
ized Bakelite, ca. 1934. chrome cradle. 


Blue-mirrored Sparton “Blue- 
bird" table-model radio on a 
black-lacquered wooden base 
with chromium auto-style dec- 
oration and three chromium- 
strip streamlines. Designed 
by Walter Dorwin Teague and 
made by Sparks-Withington 
Co., 1936. This radio is prom- 
inently featured in Born to 
Dance (1936) in the penthouse 
scene in which Virginia Bruce 
sings “Tve Got You Under My 
Skin" to a bashful Jiminy 
Stewart. 
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mirror with chromium strips and black-enameled wood 
for some of these luxurious streamlined showpieces 
that usually were seen only in penthouses, in the 
homes of Hollywood movie stars, and in the lounges 
of luxury hotels. 

RCA Victor hired industrial designer John Vassos to 
design moderne-style radios and phonographs. Highly 
prized by today’s collectors, these radios captivated 
the American public during the Depression and World 
War Il. For many middle-class families, there had to 
be one in the living room and another in the kitchen—as 
well as in the bedrooms and the den. 


Radio for the Millions book 
with dust jacket published by 
Grosset & Dunlap and 
printed by arrangement with 
the Popular Science Publish- 
ing Co., inc., copyright 1945. 


RCA Victor console radio in 
black-lacquer cabinet sup- 
ported by chromium-plated 
tubular-steel framework, de- 
signed by industrial designer 
John Vassos, ca. 1935. 
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THE PLASTIC INEVITHBLE 


New "art" plastics came into popular usage through 
the efforts of industrial designers in the 1930s and are 
the chief reason so many Deco collectors today seek 
out Catalin radios at antique markets and in hundreds 
of stores from coast to coast that sell the "new 
antiques" of the twentieth century. In fact, many 
major galleries and museums have come to regard 
items made of this early plastic as one of the key 
aspects of design in the 1920s and ‘30s. 

Alexander Parkes, an Englishman, produced the 
first commercial plastic, a cellulose nitrate, in 1855. 
Calling his chemical discovery Parkesine, he exhibited 
this new material in the form of buttons, pens, combs, 
and other objects at the 1862 International Exhibition, 
where he was given an achievement medal. This 
plastic was viewed as a low-cost substitute for natu- 
ral materials like tortoiseshell, ivory, and amber, but 
its full potential was not realized until the turn of the 
century. 

A synthetic plastic called Pyroxylin was invented in 


1868 by John Wesley Hyatt as a possible material to 
be used in cheaply manufacturing billiard balls, which 
were then made of ivory. The Pyroxylin formula, which 
came to be known as Celluloid, was flammable, thin, 
soft, and brittle and proved woefully inadequate for 
billiards. Later, the “celluloid” brand of plastic was 
produced by the Celluloid Corporation of New York for 
use in thousands of products. Celluloid was utilized in 
nitrate film stock, and the term "cel," which charac- 
terizes cartoon images hand-painted on celluloid for 
animated films, was derived from this brand name. 
Another lightweight plastic was manufactured under 
the brand name Nixonoid at the Nixon Nitration 
Works in Nixon, New Jersey; Nacara was made by 


Fiberloid Corporation of Indian Orchard, Massachusetts. 


Phenol formaldehyde is the basic compound for 
1930s plastics highly regarded and collected as "art" 
plastic today. Brand names for this early type of 
phenolic resin are Bakelite, Catalin, Durez, Durite, 
Agatine, Gemstone, and Marblette. 


Bar- and game-room acces- 
sories in the Depression might 
have included this novelty 
Catalin dice box with plastic 
chips and a red Catalin dice 
table lighter. 
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Leo Hendrick Baekeland discovered the basic for- 
mula for a sturdy plastic that could be cast and 
molded by machinery in 1909. Named after the inven- 
tor and later produced by Union Carbide, Bakelite is 
usually a dark brown or maroon and was used in many 
of the early Art Deco table-model radios as well as in 
other items of good industrial design. The American 
Catalin Corporation of New York called its new plas- 
tic, Catalin, "The Gem of Modern Industry," for it 
could be molded with practicability into many shapes 
and could be produced in a wide range of colors. 
Bright butterscotch yellows, scarlet reds, orange, vio- 
let blue, marbleized greens, maroon, white, and amber 
were frequently used colors for radio cabinetry and as 
decorative accents. Sometimes, with the combination 
of the dial bulb, the glow from the tubes, and an 
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Collection of Bakelite and 
Lucite giveaway letter open- 
ers from Fuller Brush Com- 
pany featuring the famous 
logo of the Fuller Brush door- 
to-door salesman, 1930s and 
‘40s. 


added "inner light," these radios actually appeared 
luminescent in a dimly lit room. 

Celluloid, Catalin, Bakelite, Pyralin, Fiberloid, 
Nixonoid, Tenite, Plastacele, Ameroid, Vinylite, Coltrock, 
Durez, Durite, Insurok, Indur, Makalot, Resinox, Textolite, 
Arcolite, Marblette, lvaleur, Micarta, Formica, Lamicoid, 
Panelyte, Synthane, Dilecto, Phenolite, and Spauldite 
were some of the "plastics" of the 1930s—the list 
went on. The five main groups, however, were the 
following: 

1. Pyroxylin—the celluloids. 

2. Phenolics—Bakelite and Catalin. 

3. Urea formaldehyde—a cheaper composition plastic 
with product brand names that included Plaskon, 
Uralite, Duroware, Hemcoware, and one particular 
brand, Beatl, that in its Beetleware line manufactured 
the immensely popular Little Orphan Annie Ovaltine 
shake-up mugs and other radio premiums. 

4. Casein—used mainly for buttons and buckles, 
furniture knobs, and shade pulls. 

5. Cellulose acetate—as Tenite and Similoid, it had 
flexibility and translucence and was used primarily for 
steering wheels, on dashboards, and for automobile 
knobs and window and door handles. It could be 
molded but not cast; and due to its brittleness and 
hardness, it often cracked with use. 

It is Catalin, however, with its smooth finish, high 
luster, and durability, that was the most desirable 
brand of plastic for radios and costume Jewelry. Its 
many translucent and opaque colors made it prefera- 
ble to Bakelite for decoratives, although by 1938 the 
Bakelite manufacturers were able to introduce some 
colors and added ivory and white to their line of 
plastics. A 1936 Fortune magazine article referred, in 
jest, to Catalin as "the gaudy brother of Bakelite.” 

There were literally hundreds of early plastic brand 
names used in mass production, and these, in combi- 
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INSUROK 


the superior plastic by Richardson is available in sheets, rods, tubes, 
punchings and other forms, both molded and laminated, for pus 


in your plant, or in completely finished parts ready for assembly. 


ardson facilities encompass the use of Bakelire Beetle, Durez, Plaskon. 
Resinox, Tenite and other forms of synthetic resin plastics. Literature 


and INSUROK catalogues on request. 


Insurok, a synthetic resin plas- 
tic, used for a radio made by 
Belmont Radio Corporation of 
Chicago, Illinois. 


Ww 


Radio by Belmont Radio Corp., Chicago. Hl. 


Jhe RICHARDSON COMPANY 


Mee Park, (Chicago) IIL  Femadad 1836 Lockland, (Cincinnati) Ohio 
lew Brunswick, N. J. Indianspolis, Ind, 
New Yeski 5 Won bwes. Fhons, Whiubeli 4-4487 
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nation with other elements, such as chromium and 
aluminum, provided inspiration for Loewy, Weber, 
Deskey, Vassos, Rohde, Bel Geddes, Harold Van Doren, 
George Fred Keck, and the others who designed with 
the machine and volume-marketing always in mind. 
Practical and decorative parts for toasters, lamps, and 
cocktail accessories were often fashioned in Catalin 
or Bakelite. Streamlining based on airstream concepts 
(i.e., aerodynamics} needed the new materials as well 
as new designs to attract customers in the Depres- 
sion era. 

The Bakelite Pavilion at the New York World's Fair 
of 1939 showed myriad uses for plastics in the world 
of consumerism, and each visitor was presented with 
a tiny orange-and-blue Trylon and Perisphere pin em- 
bossed “BAKELITE.” 

Stupendous jukeboxes also used a rainbow assort- 
ment of Catalin and Bakelite along with wood or 


Lucite, which is a sturdy, clear acrylic used in furnish- 
ings and other decorative items. The primary reason 
for collecting early plastic table radios or jukeboxes 
has to do not only with their styling but the obsolete 
lustrous plastics used in their manufacture. Wooden 
radios of high-Deco styling are also sought-after 
pieces in this new design-conscious arena, but the 
bright Popsicle colors and sleek contours of early 
plastic radios have thrust them into the limelight. 
Fada, Emerson, Arvin, Bendix, Crosley, DeWald, Philco, 
Garod, RCA Victor, Cyart, Air King, Stewart-Warner, 
and Majestic are but a few of the beautiful “Baby” 
radios designed in the 1930s to brighten up the 
bedroom vanity or the kitchen countertop. Startlingly, 
these "Pee Wees” were referred to in a 1933 Fortune 
article as accounting for 300,000 sales out of a total 
of 500,000 radios sold between December 1, 1932, 
and May 1, 1933. 
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COLOR SELLS! 


Especially when combined with 
the many additional advantages 


offered by Bakelite Plastics 


BAKFLITE PLASTICS, with their rich lustre 
and sparkling colors, in transparent, trans- 
lucent, and opaque effects, have increased 
the salability of an impressive variety of 
consumer goods, lüuxzated here are a 
few examples of what has been accom- 
plished in the Red Hue alone, In every 
case, Bakelite Plastics have contributed a 
number of important. merchandising ad- 
vantages in addition to attention-cam- 
pelling color. 

The radio cabinet of Bakelite Cast Resin- 
oid possesses gem-like beauty and depth 
of color which will remain unaffected by 
constant handling. The transparent hasr- 
brush made from the same muterial is 
sanitary and promotes cleanliness since it 
will withstand repeared washing. 

The housings of maroon Bakelite Phe- 
nolic material for buch electric sliver and 
massager gain light weight, compactness, 
electrical insulation and heat resistance, 

Ability to retain its brilliant color de- 
spite the corrusive action of sale water 
indicated the choice of a"Viny lite" plastic 
for the fishing lure. 

For sturdy playthings such as the ocarina 
and cap-pistol, Bakelite Cellulose-Acetate 
contributes. unusual toughness to with- 
stand rough handling, in addition to ex- 
ceptional lustre and vivid color. 

Investigate the many-sided benehts of 
color-scyling with Bakelite Plastics, Also, 
write for illustrated booklet 13P, "New 
Paths to Profits", a Businessman's Guide 
to Modern Plastic Marerials. 

BAKELITE CORPORATION 
Unit of Unies Carlzde ant Cartes Corveatiett 
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A0 EAST AIND STREFT, NEW YORK 


BAKELITE 
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PLASTICS HEADQUARTERS 


Assortment of Bakelite objects 
from the Bakelite Corporation 
of New York. Fortune, Febru- 
ary 1940. 


Dine Store Deco Jewels 


From the last decades of the nineteenth century on 
into the early 1920s, 40,000 tons of celluloid were 
produced each year for the manufacture of combs, 
letter openers, bracelets, barrettes, hair ornaments, 
pendants, imitation cameos, belt and shoe buckles, 
vanity sets, and dress, hat, and stick pins. Popular- 
priced novelty costume jewelry was also made of 
Bakelite, Galalith, or Aladdinite. As cheaply produced 
imitations of tortoiseshell, ivory, bone, and amber, 
these early plastics satisfied a large public and flooded 
the marketplace. 

At the 1925 Paris exposition most of the exquisite 
necklaces, bracelets, and brooches exhibited by reign- 
ing European jewelry designers were fashioned of the 
traditional platinum, gold, silver, diamonds, sapphires, 
emeralds, rubies, and other gemstones. In contrast, 
Deco-design celluloid jewelry of this period was often 
inlaid with rhinestone and marcasite for a glittering 
effect that manufacturers associated with the new 
jazzy styles of the twenties. 

When the Crash of 1929 was felt in world jewelry 
markets, the value of expensive precious stones and 
metals also plummeted, and many of the previously 
well-to-do were forced to sell their treasures back to 
dealers for much less than they paid for them. At this 
low economic point, novelty plastic jewelry moved 
- into a wide-open market with great success. It was 


Clip-on “Genuine Catalin” or- 
ange dress buckle on original 
card. 


Red Catalin belt buckle on 
original card. 
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also at this time that Catalin, as the preferred sub- 
stance, began to supersede Celluloid. The more dura- 
ble Catalin was buffed and highly polished in the 
factory process and came in an array of sun-bright 
colors that seemed to ward off the stock market 
doldrums. Ladies who had had to pawn their luxury 
bangles and baubles now, just for the fun of it, 
wandered into Saks or Bonwits to pick up inexpensive 
pieces of Catalin plastic jewelry. So popular was this 
mass-produced Catalin that it accounted for 50 per- 
cent of jewelry sales in the 1930s. 

For jewelry, the Deco style was extremely market- 
able. Some intricate jewelry designs were especially 
created with Catalin in mind, not to combine it with 
fake stones, as in the twenties, but with glamorous 
industrial metals like chrome, aluminum, brass, and 
even glazed ceramics and wood. Some high-style 
Deco motifs were fashioned by imaginative designers 
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into pieces for women now looking for something 
striking and vibrant to wear on a coat, dress, or 
suit-jacket lapel. Color in two or more coordinated 
combinations, like yellow with red and ebony, could 
be used to create exciting Deco effects. 

Catalin “chunk” bracelets were produced in the 
hundreds of thousands each year, with some of them 
also carved on lathes in attractive patterns. Separate 
plastic runs of single or mixed colors were strung 
together as accordion bracelets and combined in an 
artful manner with chromium balls or clear Lucite 
triangular shapes. 

Novelty Catalin dress clips or sweater pins in the 
1930s could have a whimsical side. Clusters of red 
cherries with green leaves on a big red chunk of 
plastic radiated a show-business glitz that was any- 
thing but subtle. Modern Plastics of February 1939 
featured "novelty dress adornments’ in a variety of 
shapes, sizes, and colors from stock molds, including 
the popular Scottie dog and horse's head as subjects. 
Other shapes for Catalin jewelry included fish, birds, 
does, leaping gazelles, cowboy boots, hats and guns, 
insects, Cubist-style African heads, and hearts, as 
well as carved leaf, floral, and geometric patterns. 
The variety was endless. If these pieces were com- 
bined with metal chains, studs, or chromium strips, if 
they were hand-painted, or if glass eyes were added 
to an animal's head, the production expense would be 
passed on to the consumer. 


Handsome three-horse hookup 
belt buckle in carved Catalin. 


Carved Catalin horsehead 
dress pin with glass eye 
insert. 


Dress pin in green and black 
Catalin with chromium studs 
and rings. 


Catalin clips, pins, rings, and belt buckles also 
turned up at the dime store in the 1930s, hence the 
term “dime store Deco" or "Junque Jewelry,” which 
is sometimes used in conjunction with vintage plastic 
jewelry. Often a pair of matching clips on a cardboard 
was sold for 10¢ at the five-and-dime store with the 
imprint “CATALIN JEWELRY" right on the card. 

Cast phenolic resin plastic (i.e., Catalin and Bakelite) 
was employed in the making of a variety of novelty 
objects, including napkin rings in the shape of birds, 
Scotties, rabbits, or elephants, or the World's Fair 
Trylon and Perisphere symbol, salt and pepper sets, 
table lighters, cigarette holders, cigarette boxes, midget 
pencil sharpeners (often with a decal appliqué of 
Mickey Mouse, Popeye, or Dick Tracy affixed), clocks, 
vanity boxes, face powder containers, and thermome- 
ter stands. Practical plastic items included shaving 
brushes, toothbrushes, hand razors, letter openers, 
fountain pens, desk sets, tool handles, kitchen flatware, 
and drink tumblers. A voluminous array of buttons, a 
good number of them interesting and collectible, 
were made in the shape of fruit, vegetables, birds, 
animals, sailboats, anchors, or even Snow White and 
all of the Seven Dwarfs. 

The plastic inevitable, as Andy Warhol referred to 
it in the 1960s, had first roared in with a vengeance in 
the 1930s, making itself known on everything from 
handbag clasps and shoe and belt buckles to door 
handles, poker chips, and dice. The plastic revolution 
has not been countered to this day. A world without 
plastic is now unthinkable, which is why these early 
plastic forms and the beginnings of mass plastic 
production are so important to us. In the early eighties 
the production of plastics worldwide overtook that of 
steel; what once was seen as "inevitable" is now 
here to stay: the Age of Plastic! 
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Chunky carved Catalin 
bracelets. 


Deco clear Lucite animal and 
bird dress pins were popular 
items in the 1930s, ‘40s, and 
‘50s. 
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When we envision a 1920s and ‘30s Deco life-style, 
the images that most readily come to mind are not 
usually associated with the middle-class homebody 
sensibility, or the breadlines of the Depression, or 
hungry men chanting "Brother, Can You Spare a 
Dime?” while they try to sell apples on a street 
corner. To be sure, this was a time of social crisis and 
despair, but what entices us most today in terms of 
Art Deco would be scenes of beautiful, svelte ladies 
in form-fitting white, red, or black satin gowns and 
draped in fox furs, on the arms of handsome gentle- 
men in top hat, tux, and sporting walking sticks, 
arriving in long, sleek chauffeur-driven Packard limou- 
sines at the theater or a "Hottentot" Broadway or 
Hollywood nightclub. 

The writer Helen Lawrenson, in an essay for Esquire 
magazine, described an incident in which she and 
Vogue publisher Condé Nast, in high evening attire, 
were in Just such a car on their way to a Park Avenue 
cocktail party when the ride was suddenly interrupted 
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by angry men demanding attention who pounded on 
the car and rocked it back and forth. Shouting obscen- 
ities at the smartly dressed twosome, these on-strike 
workers finally allowed the chauffeur, with his aristo- 
cratic passengers aghast and badly shaken, to pro- 
ceed. It was the first real encounter for these haughty 
literary intellectuals with the trials and tribulations of 
the out-of-work. Stylish magazines chose to ignore 
the effects of the Great Depression in America, and 
Vanity Fair once even took to describing Adolf Hitler 
as a mere annoyance, a sheep in wolf's clothing. 
Gotham high-hat glamour is mockingly portrayed in 
the Busby Berkeley “Lullabye of Broadway" sequence 
in the movie musical Gold Diggers of 1935, where 
dozens of tap dancers chase a Broadway baby— 
Winifred Shaw—up a flight of nightclub stairs and 
accidentally cause her to fall out of an unlocked glass 
door to her death on a Broadway street many dizzying 
stories below. Alice Faye sang "Slumming on Park 
Avenue” in On the Avenue in 1937 and often appeared 


Twenty-four girls in see- 
through hoop dresses and 
Ruby Keeler in a platinum 
wig all played electrified 
white neon violins in the black- 
and-white musical Gold Dig- 
gers of 1933 directed by Busby 
Berkeley Rare Warner Bros. 
prop violin used in "Shadow 
Waltz” sequence is from the 
collection of Kenneth Anger 
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in "radio" films like Wake Up and Live and The Great 
American Broadcast, which featured Art Deco radio- 
studio and nightclub settings. These opulent Deco- 
style movies, and many other musicals and screwball 
comedies like them, portrayed life on the fringes of 
well-to-do society where the nobs took show girls and 
boys along for a ride while "painting the town red.” 
Nightclubs in New York like the El Morocco with its 
zebra-skin decor, the Stork Club, Billy Rose's Diamond 
Horseshoe, the Kit Kat Club, and Sardi's; Chicago's 
Aragon Ballroom and Congress Casino; or the Trocadero, 
the "It" Club, the Coconut Grove, the Brown Derby, 
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Howard Clothes booklet show- 
ing men’s formal thirties high- 
hat style for nightlife, 1936. 


Original Stork Club matchbook 
caver. Sherman Billingsley's 
famous nightclub and gather- 
ing spot for celebrities was 
at 3 East 53rd Street in New 
York City 


and the Mocambo in Hollywood attracted the famous, 
beauteous, and adventuresome with the magic of 
their glamorous moderne surroundings. 

Hotel dance orchestras like Guy Lombardo and his 
Royal Canadians at the Roosevelt Grill, Leo Reisman's 
at the Central Park Casino, Enric Madriguera and his 
Hotel Biltmore Orchestra, Paul Whiteman at the Biltmore 
Roof Garden, Emil Petti and his Savoy-Plaza Orchestra, 
Anson Weeks and his Hotel Mark Hopkins Orchestra, 
George Hall and his Taft Hotel Orchestra featuring 
Dolly Dawn and her Dawn Patrol, Gus Arnheim and 
his Coconut Grove Ambassador Hotel Orchestra, Rich- 
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IRA GERSHUIN 
VERNON DUKE 


FUISED ANO STAGED BY 
SOHN MURRAY ANDERSON 


ard Himber and his Ritz-Carlton Hotel Orchestra, and 
other groups like those of Jimmie Grier, Isham Jones, 
Eddie Duchin, and Ozzie Nelson epitomize the "Deco 
sound” in music. 

Hot nights in Harlem were considered daring and 
outré in the 1920s and ‘30s. Dancing at the Cotton 
Club on Lenox Avenue and 142nd Street to the zippy 
jazz sounds of Duke Ellington's or Cab "Hi-de-ho" 
Calloway's bands often led to all-night party affairs. If 
it were not the Plantation Club or Connie's Inn, it was 
the Savoy Ballroom where Fats Waller played boogie- 
woogie on the ivories and Billie Holiday or Ella Fitz- 
gerald sang songs that were sometimes red-hot and 
sometimes blue. 

The 1930s was an elegant time, by night or by day. 
_ For daytime wear, city men invariably donned suits, 
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ties, hats, and polished shoes, and ladies were al- 
ways well attired in a hat with veil, gloves, a smart 
dress, coat, and stylish heels. Good form in appear- 
ance and an upbeat attitude were essential ingredi- 
ents for survival in the Deco-Depression age. 

In 1931 the Broadway musical Face the Music 
introduced Irving Berlin's song, "Let's Have Another 
Cup of Coffee, Let's Have Another Piece of Pie.” 
Performed on a set designed to duplicate a New York 
Automat, the lyrics optimistically avowed that trouble 
was just a bubble and the clouds would soon roll by. If 
you whistled, hummed, or sang the musical messages 
of the 1930s, "Keep Your Sunny Side Up," "Painting 
the Clouds with Sunshine,” "Singin in the Rain," "If | 
Had a Million Dollars," "Life Is Just a Bowl of 
Cherries,” "You're the Cream in My Coffee," "On a 
Choo-Choo Heading for Better Times," "With Plenty 
of Money and You," "We're in the Money," “Pennies 
from Heaven," "There's a New Day Coming," "Where 
the Blue of the Night Meets the Gold of the Day," "1 
Found a Million Dollar Baby at the Five and Ten Cent 
Store," "Wake Up and Live," and "Make Way for Kid 
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Rainbow Room matchbook 
cover, 1930s, Rockefeller 
Center, New York. 


Sheet music from Ziegfeld 
Follies of 1936. 


The ultramodern Lounge Cafe 
in the Waldorf-Astoria in 
1935, with chromium furnish- 
ings and mirrored bar 
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OFFICIAL METROPOLITAN CUIDE 


DAILY BUS AND AIRPLANE SCHEDULES 


JUNE 8. 1930 FREE TO OUR GLESTS 
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~ {VE GOT TO SING A TORCH SONG 
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WARREN VALLIAM 
JOAN BLONDELL 
ALINE MecMMAHON 
RUBY KEELER, | 
DICK POWELL | 
GUY KIBBEE & | 
GINGER ROGERS | 
acted by 
MERV AL POf 
BUSEY BERKELEY 


words b 
AL DUBI N 
masie by 
HARRY WARREN 


Sheet music for “I’ve Got to 
Sing a Torch Song" from the 
Warner Bros. musical film Gold 
Diggers of 1933, featuring 
Ginger Rogers on the cover. 


Prosperity,’ you could theoretically keep that Big Bad 
Wolf from the door. 

If you could not afford the luxury of ‘Puttin’ on the 
Ritz," which the majority of Americans could not in 
the 1930s, you might content yourself by listening to 
"Grand Central Station," "The Mysterious Traveler," 
or "Mr. First-Niter" with Les Tremayne on the radio, or 
by playing 78 rpm records of your favorite crooners on 
the Victrola. Staying at home reading a novel or 
looking at magazine pictures and ads showing high- 
hat gentlemen and their sophisticated ladies on the 
town helped provide momentary escape. If there was 
not a real rainbow with a pot of money "just over the 
hill" or "just around the bend," as promised in songs 
of the day, then perhaps by the end of the Depression 
in 1939 happiness might be found in a futuristic 
emerald green Art Deco all-in-technicolor Fantasy City 
just down the yellow brick road—in a place called Oz. 
Hollywood movies offered up the ultimate vicarious 
experience and escape in pictures like The Wizard of 
Oz or Gone With the Wind. And then there were the 
world's fairs of 1939 in San Francisco and New York 
that promised a better tomorrow and gave middle- 
class families hope for the dawning of a new day. 


"By a Waterfall," words by 
Irving Cahal, music by Sammy 
Fain, personally autographed 
by Busby Berkeley 
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Cosmeties Packaging 


The development of mass media advertising in the 
1920s, the impact of the 1925 Paris exposition upon 
the world of graphic design, and the increase in 
product endorsement by glamorous and influential 
Hollywood stars in the 1930s combined to make Art 
Deco the primary style in modern, sophisticated pack- 
aging design for cosmetics products. Women in the 
1920s and ‘30s were seeking a modern image; so, 
for the powder box, the talcum tin, the cold cream jar, 
or the perfume bottle, modernism became an essen- 
tial element in spurring new sales. Prior to the twen- 
ties, cosmetics were mainly used by stage actors, 
vaudeville performers, or wanton women; what once 
was regarded as “a painted face" now was genteelly 
referred to as "makeup for madame." Max Factor of 
Hollywood, who created "The New Art of Society 
Makeup,” said in 1928, "The expression ‘paint and 
powder’ and the criticism of a ‘painted’ appearance 
may be attributed to a wrong understanding and the 
incorrect use of makeup." 


The “Deco Look’ —lips, 
| lashes, hair eyebrows, and 
"Makeup" was a relatively new term, coined by fingernails—on Warner Bros. 


the cosmetics industry, and women took readily to the Hollywood starlet Carole 


notion of learning how to utilize beauty hints from TENES 


experts like Mr. Factor or Westmore of Hollywood. 
Representatives of these cosmetics firms appeared at 
the dime store or the department store hawking 
products by demonstrating for women shoppers the 
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correct way to apply makeup for just the right effect. 
The effect was not necessarily toward a more natural 
look; instead, it emulated the Hollywood images of 
stars like Garbo, Lombard, Dietrich, or Crawford. This 
meant, by 1930s standards: high-arched pencil-thin 
brows drawn sometimes almost as a semicircle; 
black-mascaraed eyelashes; blue, green, or violet eye 
shadow; bright red lips, often painted over the lip line 
for a fuller effect; dry or cream rouge applied to 
cheeks over a pancake base and followed by tinted 
powder-—all together combining in an almost masklike 
mythic and artificial appearance. To the many women 
who chose to adopt the "modern face" created by 
cosmetics, makeup was an entrée into a fantasy 
world of glamour and allure they previously had only 
dreaint of. Men were attracted to the new provocative 
woman now encountered everywhere, smoking ciga- 
rettes and wearing red lipstick not just on the street 
but in the office, at the cocktail bar, and in social 
encounters at the country club. 

Hairstyles for women went from the short Clara 
Bow-Louise Brooks 1920s bob to a more streamlined 


Outdoor Girl Kissproof face 


powder, featuring cosmetics 
vamp on box top designed by 


Rolf Armstrong. Crystal 


laboratories, New York. 


Its name is Tangee . . 


Art Deco-style advertisement 
for langee Cosmetic Products 
from the George W Luft Co., 
1928. 


smart woman 


i Oe ae OEE Tips 


She runs a little stick of orange magic firmly over her lips 
For a second or two nothing happens. Then, gradually, her 
lips begin to glow—not with the orange color of the lipstick 
—but blush-rose! Nature's own youthful bloom! 


= 


no trace of grease or pigment, no unnatural coating, Nothing 


Once more she rubs the lipstick over her lips .. . the color 
deepens, becomes richer, astonishingly lovely! And yet there's 


except a lovely glow, so beautiful and yet so natural it seems 
a part of her own lips . . . and, indeed, it is-—for it is as per- 
manent as the day is long. 


. and to be sure of getting it, look 


for the name on carton and case, On sale everywhere, 


THE GEORGE W. LUFT CO., Dept. E, S.1, 417 Fifth Avenue, New York City 


PRICES—Tangee Lipstick $1, Tangee Rouge Compact 75c, Tangee Creme Rouge 


$1 Gad for complete beauty trestmcat: Tangee Day Cream, Tangee Night Cream, and 
Tangee Face Powder, $1 each). 25¢ higher in Canada. 


Te 
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Screenland magazine, Febru- 
ary 1924, features beautiful 
stage and silent-screen 
actress Marion Davies in por- 
trait by famed illustrator Rolf 
Armstrong. 


Princess Pat duotone rouge 
case {which sold for 10¢) in 
“Tango” orange, a fashionable 
color of the 1920s and ‘30s. 
Princess Pat Ltd., Chicago, 
Illinois. 


Opposite: Beauty parlor book- 
let that opens up to show 

the variety of Clairol hair-color 
samples, from jet black to 
flame red to sable brown to 
silver blonde, copyright Clairol, 
Inc., Stamford, Connecticut, 
1939. 


Tangee dry-rouge container, 
lithographed face-powder tins, 
and cardboard containers, 
shown with lipstick tube in 
black-and-red Bakelite with 
its original box. All five-and- 
dime cosmetics from George 
e W Luft Co., Fifth Avenue, 
iV New York, 1930s and ‘40s 


WETHODB 


mer c e 


n ve 
e 
e 


The Moderne Method, the 
story of beauty culture and 
its development, published 
by A. B Moler Chicago, 1931. 
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close-to-the-head coiffure with machine-set waves or 
dips. The sculptured "Marcel" permanent wave, named 
after the French hairdresser Marcel Grateau, its origi- 
nator, drove every Depression shop girl, housewife, 
and precious little girl straight to their local beauty 
shoppe for an "electric permanent.’ The early con- 
traptions used in this process were complicated, and 
operators had to be very attentive to timing lest they 
singe the hair or worse. Rollers were electrified from 
one central unit, which often looked like the operating 
table and machinery used to zap, awaken, and curl 
Elsa Lanchester's hair in The Bride of Frankenstein. 
Mother left the beauty parlor in a hairnet to preserve 
her tight waves and crimp curls styled after Ginger 
Rogers or Kay Francis, while the little girl came out in 
corkscrew curls looking like Shirley Temple. 
Platinumizing with a white henna peroxide com- 

pound to match movie-star Jean Harlow’s hair color 
became a fad in the thirties; products like Blondex 
Shampoo, Marchand's Golden Hair Wash, Golden 
Glint Rinse Shampoo, and Lady Clairol products of- 
fered women the opportunity for a "lighter, brighter 
life" through blonder hair. Toby Wing, Lyda Roberti, 
Betty Grable, Alice Faye, and all of Busby Berkeley's 
Gold Digger chorines went "platinum," a term sug- 
gested by the precious white metal and coined by 
Howard Hughes for his protégé Harlow. There is little 
doubt that the Deco look for ladies, be they blonde, | 
brunette, or redhead, was created and mythologized | ' 
by Hollywood, and women were going for it all the 

way at the makeup counter or the corner drugstore. 

"The Beauty Business has swept the country in the 

last decade with a speed no less astounding than the 

radio, refrigerator or road-building industries." So 

declared Fortune magazine in August 1930. The world 

of cosmetics in that year had become a two billion 
- dollar business, with advertising budgets going appre- | 
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ciably higher than those for food products or automo- 
biles. Advertising graphics had to appeal to the moderne 
trend in every conceivable area of the marketplace. 
Representations of female features and body countours 
in fashion ads also had to be highly stylized and 
streamlined, in keeping with this trend. 

The product look in powder compacts and rouge 
pots for companies like Djer Kiss, Trejur, Tangee, 
Princess Pat, Outdoor Girl, or Max Factor was attrac- 
tively presented in the Art Deco style of geometric 
patterns embellished with floral images or sunburst 
motifs. 

Movie and beauty magazines and special cosmetic 
booklets contained inspiring beauty messages, tips, 
and "Secrets from the Stars to You," and fashion 
periodicals that once stressed only women's apparel 
now included "how to" articles on the correct appli- 
cation of beauty products. Advertisements appealed 
to the desire to become beautiful, and some were not 
above exaggerated claims for their particular cosmetic 
brand. Products like "Jungle Savage" lipstick and nail 
polish; Norma's "Kissable" lipstick— "Hollywood's 
Latest Sensation" —in raspberry and "vivid" poppy; 
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Winx eye beautifiers; Maybelline mascara, eyeshadow, 
and eyebrow pencils; Richard Hudnut powder and 
rouge; and Lady Esther cold creams often used sug- 
gestive, alluring ads that subliminaily promised women 
adventures like a tropical romance on a South Sea 
island. Fantasy and fact did not always coincide, but 
this did not matter in a burgeoning market that was 
bent on selling perfection. 

The Queen of the cosmetics industry in the thirties 
was Elizabeth Arden, who along with promoting her 
Ardena Velva Creme, astringents, Venetian Orange 
Skin Food, and an extensive line of makeup also 
opened a Fifth Avenue beauty salon similar to the one 
caricatured in Claire Booth Luce's The Women. The 
jaunty M-G-M film version of the successful Broadway 
comedy starred Norma Shearer, Joan Crawford, Rosa- 
lind Russell, Paulette Goddard, and Joan Fontaine as 
the bitchy group who were "made over” in an elabo- 
rate beauty palace with exercise rooms, muscle strap- 
ping devices, steam, massage, skin toning, and full 
hair, manicure, and makeup treatments. Elizabeth 
Arden specialized in advice on how to counteract skin 


Small enamel-and-chrome 
rouge-powder compact for the 
purse in striking Deco design. 


Small powder compact made 
of celluloid and chromium. 

Karess product for F W Wool- 
worth & Co., New York, 1929. 


Deco packaging: Radio Girl 
face-powder box manufac- 
tured by the Belco Co., St. 
Paul, Minnesota, ca. 1934. 


dryness, dirtiness, wrinkles, crow’ s-feet and in pre- 
serving or restoring that "youthful" complexion. 

Madame Helena Rubinstein, one of seven Russian 
sisters from Cracow, was Arden’s direct competitor, 
and she claimed to have originated the idea of the 
beauty salon. She opened Rubinstein shops in several 
countries that sold her own specialty products, such 
as Chinese Red Lipstick and Rouge, powders, lash 
enhancers, and Persian Mascara. 

Coty, Colgate-Palmolive-Peet, Procter and Gamble, 
Lever Brothers, and Pond's all cashed in by competing 
in the "complexion soap" market. No longer did 
Procter and Gamble produce only their 99 and 44/100th 
percent pure "floating" Ivory Soap. In the 1930s they 
introduced Camay "complexion" soap for "delicate 
skin.” By then many women had perceived that lvory 
Soap, which celebrated its 100th year in 1937, was too 
fatty and harsh; they demanded a soap product with 
olive oil, oatmeal, or some other smoothing agent 
added. Complexion soap packaging and advertising 
also had to go modern in the 1930s. 

Fragrance was to become an important element in 
soaps and creams. Cosmetics firms like the American 
Coty (an adjunct of the French firm), Houbigant, D'Orsay, 
Guerlain, Yardley, DeVilbiss, and others had long been 
leaders in the scent market, selling perfume and eau 
de cologne in beautiful Deco-styled bottles with fanci- 
ful French names, but it took American mass-production 
advertising and distribution techniques to fully exploit 
the sweet smell of lavender or the tincture of roses as 
essential to all women everywhere. 

Deco packaging, created to appeal to a modern 
world that was going full speed ahead in the 1930s, 
was not limited to cosmetics and toiletries alone. 
Although the cosmetics industry led the way, attrac- 
tive package design in this modern style may be found 
on cookie and cracker tins, hardware nail tins, type- 


Skyscraper-style glass perfume 
bottle, Narcisse de Paris 
Parfum, 1928. 


Roja Brilliantine Hair Lotion 
for streamlining sleek, mod- 
ern plastered-down hairstyles 
for men and women, manu- 
factured in Paris. 


ROJA 


BRILANTINE 
RICINÉE* 
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Harpers Bazaar, ‘Cosmetics 
issue, " cover by A. M. Cas- 
sandre, October 1939. 


October 1994 


Sweet 


| epum ld 
2S5 


` BEAUTY 
BRIDES 
AUTUMN FASHIONS 


Sweet Gardenia perfumed 
talcum-powder tin in floral 
Art Deco pattern. Lander Per- 
fumer, Binghamton, Memphis, 
New York. 


25 fi. in Ruris * AO contd - Foin Londen 
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writer ribbon and phonograph needle tins, incense 
boxes, needle and sewing packages, spice, coffee, 
and tea packages, toothpaste tubes and cartons, 
cigarette and pipe mixture packs, and hair tonic 
containers, laundry detergent boxes, soda pop bottles, 
and countless other products that went "modernistic" 
in the twenties, thirties, and later as either brand-new 
products or as old ones redesigned. Some, of course, 
did not readily change due to a strong product- 
identification imprint on the public—such old stand- 
bys as Cream of Wheat, Quaker Oats, Aunt Jemima 
Pancake Mix, Ovaltine, Log Cabin Syrup, Campbell's 
Soup, Old Dutch Cleanser, and Bon Ami Powder. 
Wrigley's Chewing Gum, which was a forerunner in 
unique modern packaging and smartly air-brushed 


SBINTEO IM a, 4 


advertisements, also attempted to make a pitch to 
beauty-conscious women, stating what the company 
called "An Old Beauty Secret": "Keep lips young, and 
you keep them pretty. And, one of the oldest and most 
inexpensive Beauty Secrets for this is merely chewing 
gum from the Sapota tree, the beauty tree of ancient 
Mexico, which is what you have in Wrigley's. Chew 
Wrigley's at least ten minutes a day. Note the added 
loveliness in texture and contour that gradually finds 
its alluring way to your lips." 


Princess Pat lipstick tube on 
original card was sold at 
dime store cosmetic counters 
in the 1930s. Princess Pat, 
Ltd., Chicago, Illinois. 


“Streamlining Your Hips and 
Thighs” by Wanda Bowman- 
Wilson, an RCA Victor 78rpm 
record album outlining course 
of exercise for the modern 
woman who wanted to emu- 
late svelte Hollywood stars 
like Greta Garbo, Katharine 
Hepburn, and Carole Lombard. 
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Paper ephemera, yesterday's magazines, newspapers, 
souvenir menus, and matchbooks from an exact point 
in time—day, month, year—can evoke the mood of a 
particular period, a long-ago event, or release more 
ecstatic feelings in those who really were there and 
still "remember" An old picture postcard becomes a 
memory-treasure for the many people who collect 
them. Usually stamped and dated on the message 
side, they often have a friendly handwritten "hello" or 
"wish you were here" from mothers, fathers, aunts, 
uncles, cousins, friends, or sweethearts who now may 
have disappeared off the face of the earth. Early 
magazines, each in its own special area—Hollywood, 
world news, fashion, sports, or home furnishings—can 
likewise arouse powerful nostalgic yearnings for the 
past, even in someone who never actually lived through 
those times. Specific symbols and images of days- 
gone-by can startle, even thrust the reader into an- 
other era, in which, for a moment, he remains capti- 
vated. This is certainly true not only when we listen 
to an old-time recording by Bessie Smith or Vaughn de 
Leath but when we see advertisements from bygone 
times, pick up the sheet music of a favorite song, or 
read an article about the Depression in a 1933 Time or 
Fortune magazine. 

An ordinary cardboard matchbook advertising the 
Cotton Club, the Coconut Grove, the Chicago World's 
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Number 7 


The Literary Guild of America, Inc. 


NEW YORK 


Fair of 1933, a highway tourist-cabin motor court, or a 
diner-eatery and gas station road stop not only repre- 
sents the era from which it came; it is a miniature 
piece of popular graphic art that often employed fine 
design and printing. Many of these are executed in a 
Deco-design style of the 1920s and ‘30s when an ad 
on a matchbook for a nightclub, a can of soup, or a 
brand of cigarettes was still a novel and extremely 
potent way of getting the message across. 

Popular prints, magazine advertisements, company 
brochures and booklets, radio premium send-aways 
and photos, playing cards, trading cards, baseball 
cards, movie-star cigarette-insert cards, greeting cards, 
bridge scorecards, postage stamps, fruit and vegeta- 
ble box labels, cigar labels, political pamphlets, and 
travel, product, and movie posters, lobby cards, movie 


scene stills, advertising ink blotters, and road maps 
are often excellent resources for examining the tech- 
niques of modern graphics and illustrations from the 
"Golden Age" of printing. 

Many of the specific paper categories have well- 
established collector organizations and study groups 
who gather together to establish the rarity of individ- 
ual pieces. Postage stamps, comic books, baseball 
cards, travel posters, and movie memorabilia are lead 
subjects, all of which have periodic meetings and 
conventions, publish newsletters, and have networks 
of hard-core collectors who help establish values for 
the things collected. These topics are also popular 
subjects for books and price guides. In this sense, 
graphics in any number of paper categories have 
become an important aspect of viewing the world of 
Art Deco in the print media. 

Dust Jackets on popular novels and illustrated books 
of the period form a chief category in which to find 
good examples of Deco design. American book illus- 
trators such as Rockwell Kent, Lynd Ward, and John 
Vassos worked in block prints or black-and-white 
lithography; these men also created ads for various 
products like paint, perfume, or automobiles. Rockwell 
Kent also designed his own book plates, Christmas 
cards, and book covers, and created a variety of prints 
for framing. Lynd Ward illustrated over 100 adult and 
juvenile books in a variety of media: pen-and-ink, 
brush drawing, watercolor, wash, oil, lithography, wood- 
cuts, and mezzotints. He became famous for his 
visualist novels God's Man, Mad Man's Drum, and 
Vertigo, which were told entirely without words in 
modernistic black-and-white woodcuts. John Vassos, 
with his wife Ruth, created books with dynamic exag- 
gerated avant-garde Deco illustrations. Contempo, 
Ultimo, Humanities, and Phobia are highly desirable 
compendiums of the Art Deco style as it applies to 


Deco-graphic playing card, 
from King Press, Inc., 
Carlstadt, New Jersey 


Box of fifty bookplates with 
Lynd Ward design “Harvest, 
Antioch Bookplate Co., Yellow 
Springs, Ohio. 


Opposite: Wings, literary pe- 
riodical, July 1929, featuring 
on the cover Rockwell Kent's 
Flame. 
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illustrated books. Vassos, who was also a stage, 
modern-interior, and industrial designer, heightened 
editions of Oscar Wilde's Salomé, The Ballad of 
Reading Gaol, and The Harlot's House, and Gray's 
Elegy and Coleridge's Kubla Kahn with his startling 
symbolic illustration techniques. 

Excellent Deco graphics and drawings can some- 
times be found in period high school and university 
yearbooks from the twenties and thirties. Regional 
books, tourist information booklets, bus, plane, and 
train timetables, and travel-guide brochures are fasci- 
nating records of evolving transportation methods. 
Automotive, motor, and aeronautics booklets, as well 
as hobby and mechanics magazines, often had Deco 
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Th 
1933 


YLLABUS 


VOLUME FORTY-EIGHT 


Ud 
YEAR BOOK 


[// 


NORTHWESTERN 
UNIVERSITY 


Published by the 
JUNIOR CLASS 


EVANSTON ^ ILLINOIS 


fantasy illustrations on their covers, conveying a futur- 
istic vision with jutting skyscrapers, factories, high- 
ways, and bridges that reach across meadows and 
rivers toward the open horizon. Some depicted stream- 
lined futuristic Dymaxion cars or other imaginative 
science-fiction jet-stream vehicles speeding down the 
highway or whirling through space like comets or 
flying saucers. 

New color lithography processes, inks, and paper 
production methods improved the technical quality of 
books published, as well as magazines and other 
graphics. In magazine production no publication was 
more eloquent than Fortune, which demanded that 
advertisers create ads of high-quality design that 


Title page for the 1933 Sylla- 
bus, yearbook of Northwest- 
ern University, Evanston, 
Illinois, published by the Ju- 
nior Class. Illustrations show 
scenes from 1933 Chicago 
Century of Progress Exposi- 
tion, the “Dedication,” and a 
ballroom scene in a mythic 
Art Deco nightclub. 


Color-lithographed matchbook 
cover combining the stream- 
lined travel and skyscraper 
styles advertising the Arling- 
haus Engraving Company of 
Cleveland, Ohio, ca. 1932. 
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appealed to the idea of merging artistic merit with 
industry's needs in a modern age. In its first few years 
(Fortune premiered in February 1930) the magazine 
reported on the fads and foibles of the wealthy and 
privileged classes; its $1 cover price throughout the 
decade certainly restricted it to the more influential 
and affluent reader. In 1935 the magazine that boasted 
more advertising than any other monthly in the world 
began its quarterly "Poll of the Common Man," which 
significantly helped to shift the editorial focus toward 
more progressive humanitarian concerns. By 1938 this 
poll and its attendant surveys appeared monthly and 
was widely regarded as an accurate barometer of 
public opinion. To look at a 1930s Fortune from today's 
viewpoint is to see a total achievement of quality 
design and execution that is seldom equaled in the 
current world of magazine graphics. 

Another prominent illustrator who contributed to 
the formulation of Deco style was Maxfield Parrish, 
whose "Air Castles" cover for Ladies Home Journal 
appeared in 1903. His medieval fantasy illustrations, 
featuring clowns, nude nymphets, knaves and jesters, 
biblical and fairy-tale characters, castles in the clouds, 
bubble kingdoms, mythical mountain ranges, spectac- 
ular sunsets, mysterious lakes and dark forests, many 
bathed in his famous "Maxfield Parrish Blue," were 
seen in dozens of American publications. The famous 
Parrish framed prints were ubiquitous in the 1920s, 
'30s, and '40s; millions were to be found in hotel 
rooms, lobbies, restaurants, bars, and the parlors and 
dining alcoves of American private homes. Parrish 
also illustrated books, advertisements, product book- 
lets (for Jell-o Desserts), and calendars like those for 
Mazda Lamps. His paintings on canvas are now in the 
realm of high-priced art, but you can see his fantastic 
hand-painted fairy-tale murals in public places like the 
King Cole Room at the St. Regis Hotel in New York. 
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Men and Machines by Stuart 
Chase. Hardcover book pub- 
lished by Macmillan, New 
York, 1929. Dust-jacket cover 
art by W T. Murch. 


Phobia, a book written and 
illustrated by John Vassos, 
published in a signed and 
numbered limited edition by 
Covice, Friede, Inc., New York, 
1931. 


The Red Dancer of Moscow, 
pulp novel by H. L. Gates, 
with Russian Constructivist 
Art Deco dust jacket, pub- 
lished by Barse & Co., New 
York and Newark, 1928, the 
basis for The Red Dance, a 
movie starring Dolores del 
fiio. 
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“Modern Bread” wax paper 
wrapper, ca. 1930. 


Maxfield Parrish cover illus- 
tration for Jell-o promotional 
booklet, copyright by the Gen- 
esee Pure Food Co., Leroy, 
New York, 1924. 


ARROW 
J. C. Leyendecker image litho- HANDKERCHIEFS 
graphed on cardboard box 


for Arrow Handkerchiefs, 1931. 
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"Skyscraper Dance" by John 
Vassos, from a series of dance 
interpretation drawings. The 
Dance magazine, October 
1930. 


Yearbook for the University of 
Cincinnati, 1934. 
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Murals by the famed Hungarian artist Willy Pogany 
depicting Jack and the Beanstalk and the Greek god 
Pan have been part of a children's theater at 1 East 
104th Street in New York for sixty years and were 
recently rescued by concerned citizens when the 
theater was being restored. Murals by Pogany also 
lined the walls of the grand lobby entranceway of the 
Stanley movie palace in downtown Jersey City, New 
Jersey. Pogany, a member of England's Royal Society 
of Illustrators, painted in the pre-Raphaelite tradition, 
and in his American illustrations and murals conveyed 
a similarity in mood and style to Maxfield Parrish. Surrealist-style Deco playing Geometric-style Deco playing Playing card with French-style 

N. C. Wyeth created the art for more than 3,000 card. card. floral Deco design. 
advertisements and also illustrated twenty-five books. 
Coles Phillips and Al Parker painted beautiful Art Deco 
women for Good Housekeeping and Ladies Home 
Journal, as did Harrison Fisher and Bradshaw Crandall 
for Cosmopolitan. Joseph Christian Leyendecker's il- 
lustrations for Arrow Shirts or Chesterfield cigarettes 
are high-style realistic portraits that have come to 
symbolize the Deco period for the many who admire 
and collect them. Other famous illustrators like James 
Montgomery Flagg or Norman Rockwell represented 
the indomitable spirit of Americanism through chang- 
ing times, each in his own inimitable, highly original, 
and easily identifiable manner. Magazine ads, covers, 
or prints by these artists are now avidly collected, 
framed, and used as nostalgic decoratives for the 
home. 

John Held, Jr., is renowned for his roaring twenties- 
Jazz-baby-flapper comic-style illustrations found in 
magazines, on posters, and on book jackets. Deco 
illustrators like Erté, George Lepape, Eduardo Garcia 
Benito, George Barbier, Louis Icart, William Welsh, 
René Vincent, D'Arcy, and others are sought after for 1. 
their great stylistic flare and originality whether the Ps Bà/ín 
artwork is original, a lithograph, or a magazine cover. alias ates areal 


OGEN HEAVEN BLUE 


Vanity Fair, January 1928, 
cover by Bolin, Condé Nast 
Publications, Inc. 
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Jean Dupas, A. Mouron Cassandre, M. Ponty, M. 
Sironi, A. Zuthoff, Michel Bouchand, F Ribas, Paul 
Colin, Otto Ottler, and Joseph Binder designed travel, 
product, and sales posters that are first-rate examples 
of high-quality lithographic or applied printing tech- 
niques in the modern Art Deco style. 

Such magazines as Vanity Fair (which ceased publi- 
cation in 1936 and began again in 1983), Vogue, 
Harper's Bazaar, Fortune, Esquire, Life (the pre-1936 
humour magazine), Woman's Home Companion, Cos- 
mopolitan, Good Housekeeping, House Beautiful, House 


AETA 


STRIKE 


“URS TOs 


and Garden, Ladies Home Journal, McCall's, Modern ne - i : > Sat ae 
Priscilla, the New Yorker, Arts & Decoration, Asia, m T UY — 
Delineator, The Country Gentleman, Judge, Ken, Motor, S.GA T ET EF È x - = =l 


Stage, Bachelor, and Theatre all featured fine Deco 
covers and interior illustrations. Photographic styles 
and the photographic essay took on new meaning 
with magazines like Life and Look, which began to tell 
their stories through photo layouts like a Movietone 
newsreel. Fashion and product advertisements helped 
to create and perfect the age of photography, which 
was an important development of the machine age. 
Debates as to whether photos were to be considered 
art persisted in the 1930s, but with the brilliant work 
of photographers like Margaret Bourke-White, Walker 
Evans, Minor White, Imogen Cunningham, Henri Cartier- 
Bresson, André Kertész, Paul Outerbridge, Alfred 
Stieglitz, Edward Weston, and Paul Strand at the 
forefront of photojournalism it became increasingly 
difficult to argue the matter. Prominent among com- 
mercial photographers in the 1930s was W. Grancel 
Fitz, who pioneered photographic product enhance- 
ment geared toward consumerism. 

The days of fine printing and quality paper stock, as 


espoused by periodicals like Westvaco Inspirations for 


Printers, a leading illustrated trade publication, en- 
- tered a decline with the advent of World War Il. Scrap 


Lucky Strike Green modern 
cigarette packaging prototypes 
from the Raymond Loewy Col- 
lection. In 1940 Loewy rede- 
signed the cigarette package 
(shown here], with the de- 
sign innovation an exact 
"cleanlined" repeat image of 
the famous red bull's-eye tar- 
get on both sides of the prod- 
uct. A classic example of 
streamlining in packaging, 
the one on the right made it 
into the tobacco stores. 


Bridge tally card showing a 
1920s flapper and tuxedoed 
gent, illustrated by John 
Held, Jr., ca. 1926. 
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paper Victory drives were the order of the day, and 
cheap wood-pulp paper was introduced for books and 
magazines. 

In the Seventh Annual of Advertising Art, a pub- 
lished album of ads shown at the Exhibition of the Art 
Director's Club in 1928, the well-known advertising 
firm of Lord & Thomas and Logan in a declaration 
entitled “The New Spirit” stated: 


Some of us attached to it the label "modern" .. . others 
avowedly know no name for it... we realize only that 
manifestations are everywhere—in art, in writing, in 
music, in furniture, in architecture, in industrialism— 
new forms, new lines, new uses of color. 

In our craft it finds eloguent expression—it has 
become a force, unleashing imagination, unfettering 
creative ideas—employing for its purpose the highest 
form of advertising art, typography and copy. 

Qur fingers are sensitive to the pulse of our times 
—our eyes are forward looking—to newer spirits . . . to 
the things that arrest and awaken attention—AND 
QUICKEN THE ADVERTISER'S PROFIT. 


In 1929, Westvaco conducted a survey of the adver- 
tising in two major magazines. Discovering that 250 
out of over 400 advertisements showed modernism or 
had modernistic tendencies in illustration, layout, 
copy, or typography, they noted in their report that 
page after page in booklets, folders, and magazine 
advertising showed the influence of the "modern 
spirit.’ The conclusion drawn from this was: “From 
the instances cited, it would appear that within a 
short time all advertising will show the effects of this 
new modernistic school—a school that offers vast 
opportunity to the ingenious designer and printer who 
Is equipped and ready to take advantage of it.” 
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WHEN TM LOOKING AT YOU 
: From “The Rogue Song". — 
= (Grey-Stothart) 1 
. Vincent Lopez and. His fir 
(Veoeal Meu TN Parker) 


Deco gift box, paper lithogra- 
phy in silver and black on 
cardboard, 1930s. 


Deco nude-nymphets set 
against a sunburst design, 
label for the 78rpm recording 
of "When I'm Looking at You" 
played by Vincent Lopez and 
his Orchestra, Perfect Record 
Company, 1930. Perfect 
Records, dime store subsid- 
iary of Brunswick Records, 
featured artists like Ruth 
Etting and Cab Calloway The 
Perfect label (which sold for 
10e, as opposed to better 
labels’ top price of 35¢) ex- 
isted from 1922 to 1937, pro- 
moting the fabulous music of 
the Deco era. 


Holiday Deco 


Christmas and Easter, two of the most important 
holidays of the year, were traditionally celebrated in 
an old-fashioned manner, but during the 1920s and 
‘30s elements of modernity and the Art Deco style 
entered the picture in graphic designs for greeting 
cards, gift-wrapping paper, and gift boxes, as well as 
in holiday advertisements in magazines and newspa- 
pers of the day. Halloween and St. Valentine's Day 
also sometimes entered into the spirit of modernity, 
with one traditionally geared toward the darker side 
of ghosts, goblins, and witches and the other all 
cupids, hearts, and flowers. While Valentine's Day 
cards were often comic in spirit, there were many that 
were more serious and invoked the Deco spirit by 
featuring Erté-like ladies and dapper gentlemen in 
tuxedoes offering their sweethearts a heart-shaped 
box of chocolate candy. 

Elongated geometric-style images of Santa Claus, 
snowmen, stylized leaping reindeer, and Scottie dogs 
frequently turned up to brighten the Christmas season 
during the Depression years. Though most of these 
holiday graphics came out of commercial art, they 
were often quite striking in terms of Deco, and in 
terms of the way a new chic sophistication joined 
- otherwise-traditional celebration and merrymaking. 
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Delineator magazine, Decem- 
ber 1931, cover design by 
Dynevor Rhys. 
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CONINGSBY DAWSON 


Moderne angel design by 
Rockwell Kent on 1939 Christ- 
mas seal for tuberculosis— 
"Protect your home from T.B." 
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Decorative lithograph-on- 
cardboard Christmas lingerie 
gift box with poinsettia and 
Art Deco geometric patterns, 
ca. 1930s. 


Christmas greeting card fea- 
turing Scottish terrier wait- 
ing for Santa Claus at the 
window, ca. 1938. 
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jw Christmas 
ue My, Husband, 


PREKMUERH INIo . . 
* © PRICE THN CHATS 
Published by THE ARCHITECT SMALL HOUSE 


SERVICE BUREAU INC 


OneDollar A Year 


Handsome Christmas card 
from the Depression era 
designed by “Volland Co. — 
USA” 


The Small Home magazine, 
December 1930, cover design 
by Everett C. McNear, pub- 
lished by Architects Small 
House Service Bureau, Inc. 


Max your holidays be just as 


happy as they were in the days 


you did believe in Santa Claus. 
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Christmas greetings in the 
Depression from the Lasky 
Co. Ine., of Newark, New 
Jersey 
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Cheerto Christmas greeting 
card, ca. 1934. 


Depression-era lithographed- 
cardboard Christmas box for 
small objects or jewelry 


Christmas gift-wrapping 
paper illustrates six different 
“at home" holiday scenes. 
This one shows Mickey and 
Minnie Mouse in their 
Depression kitchen making 
plum pudding. Marked Walt 
Disney Ent, and produced by 
the Dennison Mfg. Co. of 
Framingham, Massachusetts, 
for the 1933 Christmas 
Season. 
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Aerodynamic and hydrodynamic principles suggested 
the streamlined teardrop shape as ideal for airplane, 
train, and automobile bodies, where least resistance 
is an important factor in achieving and maintaining 
speed. The streamlining concept was already appar- 
ent in the shapes of flying insects like ladybugs or 
Japanese beetles; and birds in flight and darting fish 
were the inspiration for some of the earliest studies 
of streamlining. 

When they were first seen, the immense, silver, 
bullet-shaped rigid airships known as dirigibles and 
zeppelins were regarded as spectacles of streamlined 
splendor and beauty. Today such airships are used 
primarily as floating weather-detectors and billboards 
for advertising, but in the 1920s and ‘30s they were 
vehicles for a novel and exhilarating form of passen- 
ger air travel. Unfortunately, this mode of transport 
came to an end following the disasters of the U.S.S. 
Akron, which in 1933 plunged into the ocean near 

- Barnegat Lighthouse, New Jersey, killing seventy-four 


people; the lighter-than-air Macon, which in 1935 fell 
off Point Sur, California; and Germany's Hindenburg, 
with a full dance floor among its luxury accommoda- 
tions, which burst into flame on May 6, 1937, at 
Lakehurst, New Jersey. Airships still traversing the 
skies, like the luxurious Graf Zeppelin LZ 126, were 
ultimately grounded after public outcry over their 
safety. 

Buckminster Fuller, inspired by new advances in 
modern technology, developed his “Dymaxion” princi- 
ple and created the Geodesic Dome, a unit of space 
that combined a maximum of floor space and a 
minimum of outer structural weight. In 1927 this 
renowned experimentalist, engineer, architect, and 
industrial designer created his Dymaxion House and 
invented a '4-D Zoomobile," which was an auto-air 
vehicle that could lift off the roadway and zoom into 
the sky. Unfortunately, the Zoomobile was thought to 
be both impractical and unsafe by manufacturers. 
Nevertheless, it was the forerunner in design concept 
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Crosley coupe convertible, 
1941. This $325 two-cylinder 
midget auto was on view at 
the exhibition “Dawn of a 
New Day, the New York 
World's Fair 1939/40,” Queens 
Museum, June 21—November 
30, 1980. (Lent by Harold 
Serva] 
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of Fuller's three-wheel Dymaxion car (1933-34), which 
employed airplane body construction methods and is 
a perfect example of the aerodynamic teardrop shape. 
Among outstanding American production-line auto- 
mobiles that led the way toward acceptance of a 
streamlined torpedo shape with slanted radiators, 
windshields, and involute wraparound fenders were 
the Hupmobile (1934) designed by Raymond Loewy, 
the Chrysler Airflows (1934—37) designed by Carl Breer, 
the Auburn, and Gordon Buehrig's Cord 810 (1936). 
The Airflow design was said to have been inspired by 
flights of wild geese, which form a "V" shape while 
flying. The designer applied this natural principle, 
which was already used in aircraft, to the building of 
a car. The Chrysler Airflow and the DeSoto Airflow, 
which were years ahead of the same company's more 
conventional, boxy “Airstream” models, were described 
in a period automotive brochure as "functionally cor- 
rect for cleaving through the air stream." The interiors 
of the Airflows were provided with overstuffed seats 
on exposed bent tubular chromium frames similar to 
those used in early airplane interiors. Other assembly- 
line futuristic, streamlined automobiles included the 
1934 LaSalle, the 1936 Lincoln Zephyr, the Lincoln 
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4200 hp. from four Diesels speed this "flying hotel" 
on its trans-oceanic flights. Diesel power marks a 
new era in lighter than air transportation. It not only 
gives more economical power to the Hindenburg 
but permits higher speeds and greacer safety. In 
fact, safety is promoted to such a degree that smok- 
ing is permitted. 

Safety for the Diesels, from which smooth flowing 
power is vital, is assigned to Veedol. For more than 
1,000,000 air miles Veedol has protected the power 
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VEEDOL 


OIL AT 


THE 


VEEDOL-LUBRICATED 


HINDENBURG 


BEGINS A NEW CHAPTER 


IN AVIATION HISTORY 


of the Graf Zeppelin. Its performance has been 
proven beyond dispute. Quite logical that this finest 
of Pennsylvania oils should be assigned to safe- 
guard the performance of this 4200 hp. plant of the 
Hindenburg. 

Take a lesson from the Zeppelins, The next time 
you need oil for your crankcase have it filled with 
Veedol. Give your automobile Zeppelin lubrication 
protection. Bear in mind that nothing is so expensive 
as ordinary oil, nothing more econonucal than Veedol. 


THE HEAT-RESISTING 
FILM OF PROTECTION 


FINES T 


ITS 


TIDE WATER OIL COMPANY ...17 BATTERY PLACE... NEW YORK CITY 


This smoking lounge on the 
Hindenburg was the only 
place where smoking was 
permitted on the ship. The 
chrome furnishings were up- 
to-the-minute in style and 
also lightweight. 


Veedol ad on back cover of 
souvenir booklet from the US. 
Naval Air Station, Lakehurst, 
New Jersey, 1936. The Hin- 
denburg came to a fiery end 
at Lakehurst in 1937. Tide 
Water Oi! Company 


Continentals of 1939 and 1940, the Graham, the Hud- 
son Terraplane, and, in a smaller class, the Willys and 
the Volkswagens of the 1930s. 

Outstanding also in aerodynamic style was the 
short-lived Scarab designed by William Stout, which 
was unveiled in 1932. In 1935 Stout attempted to 
market a production-line model of Scarab to be sold 
for $5,000, a significant sum in the Depression. In the 
same year that this scarabaeus car appeared, Dr. 
Wunibald Kamm of Stuttgart proved mathematically 
that for speed the streamlined shape need not come 
to a sharp point. One of the Scarab's design features 
was that it did not end in a tear drop but tapered 


toward a truncated end. Millionaires like Phillip Wrigley 
invested in the Scarab and cajoled wealthy friends 
and business associates into owning one as a pres- 
tige status symbol. Appealing interior features in- 
cluded movable reclining rear chairs, a davenport 
couch, and a fold-up table. The hub of the steering 
wheel incorporated a stylized Art Deco image of a 
large, dark scarab in its center. The scarab beetle, a 
religious symbol of ancient Egypt, was also utilized on 
the hubcaps of this experimental automobile, of which 
only six appear to exist today. Experimental designs 
for cars sometimes included a large boat-tail in the 
center rear like that on the zippy convertible coupe 
driven by Roland Young in the film Topper. However, 
fin shapes did not becme really popular for automo- 
biles until the 1950s, when they were added to 
rear-fender contours. 


Modes and Motors, booklet 
cover by the styling section 
of General Motors Corp., 
published by GM in Detroit, 
Michigan, 1938. 


The Shape of Speed: 
Raymond Loewy's S-1-style 
aerodynamic Streamliner train. 
Advertisement for the Mary- 
land Casualty Co. of Baltimore, 
Maryland. Fortune, February 
1938. 


“Unforeseen events... 
' neo, change and shape the course of man’s affairs” 
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The first high-speed streamliner train was the "City 
of Salina," which was designed in 1934 by Otto 
Kuhler for the Pullman Car Manufacturing Co., Inc. 
This lightweight train, enameled in sunshine yellow 
and earth brown, was egg-shaped on the engine front 
and to the rear. Called "Tomorrow's Train, Today!” by 
the Union Pacific Railroad, this stunning streamliner, 
with its chromium-steel modern interior and air condi- 
tioning, initially traveled on a "show stop" tour of 
twenty-two states before winding up at Chicago's 
Century of Progress World's Fair in 1933, where on 
exhibit it was viewed by over a million visitors. Its 
12-cylinder 600-horsepower engine could propel the 
train at 110 mph. The Burlington "Zephyr," built by the 
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Budd Manufacturing Company, was also exhibited at 
the Chicago fair and was the first train to introduce a 
gleaming stainless steel exterior. 

Raymond Loewy created advanced expression for 
train streamlining with his K4-S and S-1 locomotives 
made for the Pennsylvania Railroad. The S-1 model 
was an improvement over the K4-S, with a 6,000- 
horsepower engine and a steel sheet metal exterior. 

The new luxury streamliners, which railroad mag- 
nates proudly built in the Depression era, included 
fully articulated private compartments, plush Deco- 
styled armchairs for maximum comfort, elegant full- 
service dining cars, open-view observation cars, and 
moderne-style cocktail lounges. Railroad advertisements 
were geared toward businessmen, movie stars, and 
"the correct people.” The "20th Century Limited," 
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TOM MORRISEY-Enginser of One HENRY LUND—Enzgineer of One 
of Buriington’s of Burlington's —— ma 


Famous Famous 
Qiesel Powered Diesel Powered | 
Streamlined Streamlined 
"Twin Zephyrs ‘Twin Zephyrs" 
TUTO 7d 


WHEATIES | 


WITH PLENTY OF MILK OR CREAM AND SOME KIND OF FRUIT 


American Airlines timetable 
for travel between the Golden 
Gate Exposition of 1939 in 
San Francisco and the New 
York World's Fair of 1939. 
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Streamliner train featured on 
the Little Orphan Annie's Se- 
cret Society 1940 membership 
booklet, a radio premium 
send-away from the makers 
of Ovaltine, published by the 
Wander Co., 180 N. Michigan 
Ave., Chicago, Illinois. 


Wheaties "Breakfast of Cham- 
pions” box, reverse side, 
showing diesel-powered, 
streamlined “Twin Zephyrs,“ 
ca. 1934. 


Ultramodern parlor car had 


THE NEW STREAMLINER ‘*400'' — CHICAGO AND NORTH WESTERN LINE 3 
j Desc * : AN S ail seats that adjusted to any 
DU NL E NEN ia go" position; the new Streamliner 


uu MR "e RM samme UT Ee Uum UM ET Ae ae — “400,” a Chicago and North 
| | rar a r Im Western Line train. Curt Teich 
iL i] b. | "C. T. Art Colortone" post- 
card, Chicago, ca. 1938. 
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“The Super Chief," "The Blue Comet," "The Broadway 
Limited," "The Electroliner," "The Silver Meteor," 
"The Sunset Limited," and the “Hiawatha” were 
high-style modernistic trains that sped like thunder- 
bolts across America in the great railroad years of the 
1930s, offering glamour, comfort, and relaxation to 
their passengers. 

In the early 1920s the whirring sound of a small 
plane traveling over a city's downtown area would 
find crowds gathering to gaze upward in awe and 
wonder at the new “daredevil” sport. Commercial 
passenger planes were in operation by 1928, but, 
because of the number of crashes, they were still 
regarded as dangerous by the public. No one seemed 
more heroic than pilots like Charles Lindbergh, who 
flew his single-engine plane, the "Spirit of St. Louis," 


The Silver Streak Big Little 
Book is illustrated with 
scenes from the RKO Radio 
picture starring Sally Blane, 
Charles Starrett, Arthur Lake, 
and the Burlington “Zephyr” 
Copyright 1933 by Whitman 
Publishing Company, Racine, 
. SEE THE PICTURE Wisconsin. 


READ THE BOOK 
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Uncle Don's radio premium 
giveaway booklet, 1936, from 
General Baking Co., featuring 
a fantasy aerodynamic scarab- 
shaped vehicle. 


e 


TERRY end TED 


on the trail of the 
Secret Formula 
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Centerfold illustration from 
Motor magazine, January 
1935, with futuristic, electric 
streamlined vehicles that 
could travel on land, sea, or 
in the air 


William Stout's “Scarab,” in 
the aerodynamic, streamlined 
teardrop style, was a produc- 
tion-line car in 1935 selling 
for the then high price of 
$5,000. Fortune, January 
1941. 
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across the Atlantic in 1927; Rear Admiral Richard 
Byrd, who made his historic first flight over the South 
Pole in 1928; or Amelia Earhart, the first heroine of 
modern aviation, who made a solo flight across the 
Atlantic in 1932. In 1931 Pan American's Clipper ships, 
with their interiors furnished in a lightweight and 
casual Deco style, offered highly exciting flights to 
Rio and Buenos Aires from Miami, followed in 1936 
and 1937 by the famed "China Clipper," which crossed 
2,400 miles of the Pacific from San Francisco to 
Hawail and then on to Hong Kong. 

The real success of commercial aviation did not 
occur until 1937 when the twin-engine DC-3 appeared. 
It was then that Hollywood stars began switching to 
"overnight" coast-to-coast plane travel. As Ginger 
Rogers stated in a 1930s TWA ad, “On Transcontinen- 
tal and Western Air you travel with the sort of people 
you enjoy meeting. You arrive fresh and rested.” By 
1940 a "silver bullet" whizzing through the sky was 
no longer an unusual sight, and the fast speeds of 
airplanes and their capability of traveling greater 
distances without stopping signaled the eventual 
decline in smart travel by train. 

Exteriors of ships were also streamlined in the 
1930s. The Princess Anne, a conventional ferryboat, 
was redesigned with rounded contours by Raymond 
Loewy in 1933 and launched in 1936; but it is particu- 
larly the splendid Art Deco ocean-liner interiors that 
come to mind today when we think of the Normandie, 
the Queen Mary, the lle de France, and others. Leading 
European interior designers like Jules Leleu and Emile- 
Jacques Ruhlmann and American industrial designers 
like Loewy, Dreyfus, or Bel Geddes created lavish Art 
Deco furnishings and other special effects for these 
great floating hotels, which contained mammoth pub- 
lic dining areas, nightclubs, smoker—bar rooms, movie 
- theaters, swimming pools, exercise rooms, kennels, 
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diamond-hard pistons . . . High com- 
pression engines . . . Alloy valve seat 
inserts that greatly reduce valve grinding. 
Chrysler pioneered them! 

An Airstream Six... and Airstream 
Eight... just about the lowest priced 
quality cars in the world. Joining with 
the great Airflow line to give added 
thousands of Chrysler owners the newest 
and best in motoring, 
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JANUARY 1935 
The 1935 Chrysler Airflow and 


Airstream cars. Motor maga- 
zine, January 1935. 
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42h. p., 113-in. w, b. Six body types. 


Chrysler ARTS ls m 


93 h. p., 118-ín. w. b. Five body types. 


Chrysler Airslream Oight tee 
105 h. p., £21-in. wb. Four body types. 
Chrysler Airflow ight üucop 
HS h, p», 123-in. web. Three budy types. 
Chrysler Airflow mferial E 
130 h, p., 128-10. w.b. Two hody.ty pes. 
fT . 
Airflow (lom Fmperial . . 


Magnificent redana and sedan-timounines. 
130 h. [n with 137-in, w. ba, and 130 h. p. 
with 146-1n. w, b. 


UNSERE. 
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Never have Chrysler dealers had such 
broad coverage and outstanding mer- 
chandise as they will enjoy for 1935 in 
the Chrysler Airflows, the Airstreams 
and the brilliant new 1935 Ply:nouths. 
More and more dealers will be preferring 
to sell the Chrysler lines. Inquiries on 
file receive first preference when terri- 
tories are available, Write Chrysler Sales 
Corporation, Detroit. 
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Coloring Book of “Stream- 


lined" Planes, Trains, Autos, 
z | Boats, published by Rand 
McNally & Co., Chícago, 
1936. The cover illustration is 


of PLANES. TRAINS 
AUTOS - BOATS 


by Milo Winter. 
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Mobil Gas Company's trade- 
mark, the flying red Deco- 
fantasy Pegasus, designed for 
the company in 1937 by Jim 
Nash, presented as an auto 
Iicense-plate attachment, 
lithographed metal, 1940. 


The Scarab interior offered 
passengers living room arm- 
chair comfort in the rear sec- 
tion, capacity six persons. 
William Stout rendering for 
interior, 1932. 
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Reada, facsimile radio printing—Crasley 
Camera, Press Jr. madel—Gas and Elec- 
trie Ranges — Electric and Gas Engine 
Washers — Electric Iraners — at Crasley 


Dealers everywhere. 


The Pep Boys (Manny, Moe, 
and Jack) Auto Supplies cat- 
alog for spring and summer 
1995 


SEE THE NEWEST OF THE NEW 
IN HOME APPLIANCES 
AT POPULAR PRICES 
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Souvenir postcard from the 
Crosley Building at the New 
York World's Fair of 1939, 
where the economical Crosley 
car, called “The Car of Tomor- 
row at the World of Tomor- 
row," was presented. The 
Crosley Co. also introduced 
the Shelvador Refrigerator, 
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AS SHOWN AT THE | 
CROSLEY BUILDING AT | 
THE N. Y. WORLD'S FAIR 
ALSO THE AMAZING 
FREEZORCOLD 
Shelvador Refrigerator 
Feather Touch Electric 


MAGNETUNE RADIOS 
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the "feather-touch" electric 
"Magnetune" radio, the 
Crosley camera, electric 
ranges, washers, irons, and 
other newly designed appli- 
ances and products. 
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Colortone postcard of the 
Streamline Moderne lounge 
car of North Western Line 
Railroad's 400 Streamliner, 
Chicago to St. Paul and 
Minneapolis. 


THE NEW STREAMLINER *'400°' — CHICAGO AND NORTH WESTERN LINE 


Greeting card with ocean liner 
and clouds and wave motifs 
in Moderne style, 1935. 
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Tie New **40Q'* OssenvarioN.LouNcE Car — SPEEDOMETER ÎN THe OssERVATION Section SHOWN IN INSERT SA-H1865 


Lighting sconce for interior of 
ocean liner SS Caribia. 


Club car and cocktail lounge 
of the Burlington “Zephyr” 
in booklet from the Chicago, 
Burlington & Quincy Railroad 
Company, 1937. 
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Miles and minutes pass in a twinkling in the gay conviviality of the smart cocktail lounge 
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churches, nurseries, and fancy shoppes, as well as 
deluxe staterooms and suites. 

Images of imposing luxury liners, sleek speeding 
trains, single- and twin-engine airplanes, amphibian 
planes, dirigibles, autogiros, and superfast automo- 
biles were applied within the context of many original 
Deco designs, whether used in advertising graphics or 
as elements for architectural details, in lobby murals, 
or on modern vases, teapots, or novelty lamps or 
pieces of decorative statuary. 

Norman Bel Geddes said in 1932, "Speed is the cry 
of our era; and even greater speeds are the goals of 
tomorrow.’ This optimistic view in the 1930s, put into 
practical application by industrial designers, created 
more of a public sense of trust for modern technology 
than had been entertained earlier in this century, 
when machines were often regarded with fear and 
'apprehension. 


Henry Dreyfuss's interior, “to 
make you feel at home in the 
air" for Douglas Transport 
Twin-Engine airplane, Arts 
and Decoration, February 
1935. 


Aerodynamic, streamlined 
teardrop-shaped Sno-Plane 
sled designed by Van Doren 
Associates in chrome, metal, 
and wood, 1930s. 
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THE WORLD OF TOMORROW 
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In 1851 the first of the world’s great industrial exposi- 
tions was held in London in a gigantic steel-and-glass 
architectural wonder called the Crystal Palace. Ameri- 
ca's earliest "World's Fair" was held in New York in 
1853 in a similar structure, also called the Crystal 
Palace. The next American fair, the Centennial Exposi- 
tion of 1876, was sited in Philadelphia and became a 
prototype for subsequent world's fairs, featuring beau- 
tiful international pavilions. The largest and most 
successful world's fair of the nineteenth century was 
Chicago's Columbian Exposition of 1892-93, held to 
commemorate the 400th anniversary of the discovery 
of America. This fair was the first to introduce the 
postcard as a souvenir item. 

One of the greatest fairs at the turn of the century 
was the Louisiana Centennial Exposition staged in St. 
Louis in 1905. The image of Napoleon—with whom 
the United States had negotiated the Louisiana Pur- 
chase in 1803— was used as the chief symbol on 


souvenir items. The St. Louis Fair was to be noted for 
its revolutionary electric light spectacle, and the breath- 
taking "turning-on" of the fair's lights was recaptured 
in the culminating sequence of the wonderful M-G-M 
motion picture Meet Me in St. Louis. 

The Sesqui-Centennial International Exposition held 
in Philadelphia in 1926 adopted as its symbol the 
cracked Liberty Bell with the years "1776-1926" etched 
onto it. Though this fair was not considered economi- 
cally successful, it did offer visitors an early glimpse 
of the growing thrust toward modernity: products of 
the Wiener Werkstatte, described in the official pro- 
gram as "modern fine art made in Vienna," were 
exhibited there. An “all-electric” eight-room house 
designed in 1920s Spanish Hacienda style with stucco 
exterior, wrought-iron balconies, and tiled rooftop 
featured many new electrical appliances and gadgets. 
These included a refrigerator, dishwasher, washing 
machine, an ironer, toaster, mixer, waffle iron, burglar 


See Chicago—Use Chicago 
Surface Lines, trave! guide 
booklet for the Century of 
Progress Exposition, 1934. 
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alarm devices, lawnmowers, and home heater units 
that were “all electrified.” Foreign exhibits from more 
than twenty-five countries, including China, Japan, 
and Argentina, displayed native products and goods, 
and several state buildings were also prominent at 
this modest fair held the year following the landmark 
Paris exposition of 1925. The 200-foot-high Tower of 
Light Building, in the style of an Art Deco skyscraper, 
was lit at night with a display of revolving colored 
lights and a silver beam of light that made the 
building visible from many miles away. Souvenir mer- 
chandise from the Sesqui-Centennial included jew- 
elry, ladies’ compacts, and night lamps, all featuring 
an image of America’s beloved relic—the Liberty Bell. 


TOWER OF LIGHT, SESQUI-CENTENNIAL INTERNATIONAL EXPOSITION, 
a m ia aa | 


Powder compact, brass and 


enamel with inlaid rhine- Souvenir postcard of the 
stones, Souvenir of the Phila- “Tower of Light," Sesqui- 
delphia Sesqui-Centennial of Centennial International Expo- 
1926. sition of 1926, Philadelphia. 
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c Century of Progress 


By 1930, after the arrival of the Great Depression, the 
idea of a utopian technological future was taking hold 
in America and would serve as the theme-format for 
all the startling visionary fairs to be held in that 
decade. The "Century of Progress" Exposition of 
1933-34, with its symbol of a comet whirling through 
space, was held in Chicago on the shores of Lake 
Michigan and celebrated the 100th birthday of that 
city. The public was captivated by the futuristic Buck 
Rogers-style architecture and the magical lighting 
effects in color created by theatrical designer and 
architect Joseph Urban. Despite its being staged in 
the worst years of the Depression, the exposition was 
a financial success, with income chiefly derived from 
admissions and the rental of exhibition space. 

At this Chicago fair, suddenly everything had be- 
come ultramodern; the concept of streamlining was 
applied to everything from household objects to auto- 
mobiles and trains. The fair's architectural style, its 
buildings constructed with a view toward functional- 
ism, was quickly labeled "Depression Moderne" by 
enthusiastic newspaper reporters. 

The main proposition for the Chicago fair was 
"Advancement through Technology," and its central 
theme was "The Growth of Science and Industry," 
which was presented in detail at the Hall of Science. 

General Motors, which used the expression "Who 
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The Wonder Bread Bakery 
Exhibit, depicted on recipe 
booklet from Continental Bak- 
ing Co., New York. Wonder 
Bread staged a popular exhi- 
bition at both the Chicago 
Fair (shown here) and at the 
1939-40 New York World's 
fair 


The Chicago Century of Prog- 
ress Exposition swirling comet 
theme symbol, blue enamel 
on metal automobile license- 
plate attachment. 
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Serves Progress Serves America," built a modernistic 
177-foot tower designed by Albert Kahn in which a 
visitor could choose the materials for a car, see it put 
together on the assembly line, and then drive it off 
completed. 

Famous exhibition pavilions at the Century of Prog- 
ress were the Travel-Transport Building, the Firestone 
Tire Building, the Sears, Roebuck Building, the Illinois 
Agricultural Building, and the Radio and Communica- 
tions Building planned by famed architect Raymond 
Hood. The Electrical Building presented "The Miracle 
of Light," which consisted of neon tubes in a variety 
of intensely glowing colors. The Great Havoline Ther- 
mometer Building, which was 200 feet high, included, 
3,000 feet of red neon tubing. 

Notable in the modernistic style were the Glass 
Block Building, constructed by Owens-lllinois Glass 
Company entirely of many-colored semitransparent 
glass blocks; the Home Planning Hall, which showed 
beautiful modernist homes and featured a prefabri- 
cated seven-room Ferro Enamel House and a Florida 
Tropical House; and "The House of Tomorrow," a 
circular "air-cooled" glass house with sundecks, indi- 
rect "hidden source" artificial lighting, and also a 
private airplane hangar. Designed by George Fred 
Keck, it was built by Century Homes, Inc., of Chicago. 

Foreign exhibits were from Italy, Great Britain, 
China, Japan, Denmark, Norway, Sweden, Czechoslo- 
vakia, Poland, the Ukraine, Morocco, Egypt, Mexico, 
the Dominican Republic, Belgium, and the Grand 
Duchy of Luxembourg. A Mayan temple and an edifice 
that incorporated a portion of the Great Wall of China 
were special attractions at this fair, and its Midway 
featured a Buck Rogers exhibit and exotic dancer 
Sally Rand clothed with just an ostrich-plume fan. If 
you were hungry you could eat "A BIG MEAL” at the 
Midget Village where Lilliputians were the cooks and 
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the waiters. The adventurous could ride the twin 
tower cableway over the fair in a rocket car or take a 
whirl across Lake Michigan in the Goodyear blimp. 


Enamel-on-chromium cigarette 
case in blue and white, the 
official colors of the Century 
of Progress- Chicago World's 
Fair, 1933. 


Black-and-white lithographed 
illustration of the Electrical 
Building at Chicago's Century 
of Progress Exposition, from 
the hardcover booklet The 
Buildings of the Exhibition by 
Franklin Booth, published by 
the Book and Print Guild, 
Winnetka, Illinois, 1934. 


Chicago Today "The Magic 
City of the Middle-West, " 


tourist booklet showing 1930s 
, i | family watching futuristic tele- 
vision set. Drawing by 
Kubricht. 


TODA Y 


Brilliant paper bumper sticker 
advertising the Chicago Cen- 
tury of Progress Exposition, 
copyright 1933 Howard M. 
Rich. 


URY -í PROGRESS. 


t Centuzig of Progress 1 6 i 


BOOK 


m 1 


Midwest, R est, ano 
JOestezn Fairs 


The California Pacific Exposition of 1935 held in San 
Diego was meant to help stimulate economic recovery 
in California and the Southwest. In featuring Spanish 
Colonial and Baroque architecture, the fair made use 
of Mayan and Aztec decorative motifs that were often 
an integral part of Deco style. In 1936 both the Great 
Lakes Exposition in Cleveland and the Texas Centen- 
nial Exposition perpetuated the popular 1930s themes 
of modernism, technology, and progress toward a new 
and better world. 

February 18, 1939, was the opening of the San 
Francisco—Golden Gate Exposition, “The World's Fair 
of the West." Built on the 400-acre man-made Trea- 
sure Island in the middle of San Francisco Bay, the fair 
had as its main theme, "culture and leisure.” Its 
dramatic, towering, and imposing "Pacifica" architec- 
ture revealed a mysterious and alluring Far Eastern 
influence. At night the Court of Pacifica, the Court of 
the Moon, and the Court of the Seven Seas were l ` l x 
spectacular wonders when bathed in spectrums of 60 LD EN CATE 


colored electric light. The Mines, Metals, and Machinery | N TE n N aT | 0 N A L E Y p ( 5 | 1 0 N 


Building, which traced mining methods and the uses 


of metals from their earliest beginnings right up to the ; 7 

year 1998, was a highlight of the fair. The Electricity 

and Communication Building, presenting "Modern Officia! Guide Book, the 

elect Eo A eured TEENS] Golden Gate International 
iracles in an Every ay orld, ea ured te evision Exposition SS TM 

broadcasting from Radio Corporation of America and California, 1939. 
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a television receiving set from Westinghouse Electric 
and Manufacturing Company. Westinghouse also brought 
forth "Willie Vocalite," an electrical robot who at 
vocal commands could sit, rise, smoke, and, finally, 
speak. The Pacific Gas and Electric Company also had 
an "Electrical Man" who sang and told practical 
stories to bemused visitors. Among other attractions, 
the Hall of Science; the Ford Building, in which cars 
like the Lincoln Zephyr were assembled; agricultural 
displays; and international exhibits from a variety of 
countries were viewed by the throngs of people who 
came to Treasure Island to have fun. 

The state of California— “Host to the World" — 
created a fiestalike atmosphere at this fair. There 
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Rayon scarf, Golden Gate 
Exposition, San Francisco, 
California, 1939. 


Official Souvenir Guide, Great 
Lakes Exposition, Cleveland, 
Ohio, 1936. 
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Souvenir book from the 1939 
Golden Gate International Ex- 
position, San Francisco. The 
Expo celebrated the comple- 
tion of the San Francisco- 
Oakland Bay Bridge and the 
famed Golden Gate Bridge. 
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SAN FRANCISCO BAY AREA:* 


were, on the grounds, a California State Building and 
a San Francisco Building, both featuring historical 
dioramas; the Mission Trail Building, showing the 
missions of California and highlighting the popular 
"Mission style" in architecture; the Los Angeles-San 
Diego Counties Building; the San Joaquin Valley 
Building; the Alta California Building; the Sacramento- 
Tahoe Region Building; a Redwood Empire Building; 
and several others showing livestock and farm exhib- 
its, Indian relics, goldmining, and sports events. Other 
states were represented, and the Territory of Hawaii 
sold holoku shell jewelry, monkeypod wood salad 
bowls, and floral-print rayon and silk Hawaiian shirts, 
skirts, bathing trunks, and kerchiefs. 

By night the San Francisco World's Fair, celebrating 
the completion of the Golden Gate Bridge and the San 
Francisco- Oakland Bay Bridge, was a magical wonder. 
The brilliantly lit Elephant Towers and the Tower of 
the Sun, viewed from the cities and towns surround- 
ing the San Francisco harbor, appeared to be bright 
glowing jewels when reflected in the dark waters of 
the bay. 

On August 30, 1990, sixteen of the original twenty 
larger-than-life "Pacific Unity" sculptures from the 
San Francisco World's Fair were reinstalled by the Art 
Deco Society of California and the United States Navy 
in front of the Treasure Island Naval Museum Building, 
itself a survivor of the 1939-40 Golden Gate Interna- 
tional Exposition. The sculptures included Spirit of the 
Ürient, a cast-concrete statue by Jacques Schnier; an 
eight-foot-high, ten-ton sculpture of a Polynesian man; 
and figures of an Alaskan fisherman, a Chinese musi- 
cian, and a Native American woman. The sculptures, 
a fountain, and a terra-cotta relief map of the Pacific 
region, created by nine California artists, had been in 
storage since Word War Il. 
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Matchbook from the 1936 
Texas Centennial Exposition 
showing the Petroleum Prod- 
ucts Building, copyright 1936 
The Diamond Match Company. 


Official Souvenir Guide for 
the Texas Centennial Exposi- 
tion, Dallas, 1936. 
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New York YOoxbd’s Fai: 
of 1939—40 


The most fantastic, futuristic, and influential fair of 
the 1930s (and of the twentieth century thus far) was. 
the New York World's Fair of 1939-40 built on a 
1,267-acre site in Flushing Meadows, Queens. The 
wonders of this exposition and the fully realized, 
functional, pop-moderne architecture exemplified by 
the whiter-than-white Trylon and Perisphere, struc- 
tural symbol for The World of Tomorrow, continue to 
inspire the world of today more than fifty years later. 
As a blueprint for progress made in the past, the 1939 
fair, built to celebrate the 150th anniversary of the 
inauguration of George Washington, still haunts us in 
the present day, It will certainly affect future genera- 
tions to come with its vivid visions of a utopian world 
where technology was meant to be fully in the service 
of and for the benefit of all who would inhabit it. 
Called "The World's Greatest Showcase" and "The 
World of Tomorrow," the 1939 fair was born, not 
unlike the other fairs of the 1930s, out of a time of 
despair, economic depression, and a desperate need 
for fantasy that focused on a better future. This 
largest, most comprehensive of all fairs originally had 
its roots in Le Corbusier's vision of the Radiant City 
and in the Bauhaus. The World's Fair was divided into 
seven zones: amusement and entertainment, food, 
communications and business systems, community 
interests, production and distribution, transportation, 


Y BUILDINGS OF THE NEW YORK WORLD'S FAIR OF 
v AT NIGHT 


and the International Zone. The layout of the fair, with 
streets radiating out of several plazas, was reminis- 
cent of the plan devised by Charles l'Enfant for Wash- 
ington, D.C. 

The 700-foot Trylon, a slender obelisk that pointed 
toward the sky, and the 180-foot-diameter spherical 
Perisphere were designed by Wallace K. Harrison and 
J. André Fouilhoux, who had been among the archi- 
tects to conceive and build Rockefeller Center. Seen 
by many to be the best trademark since Eiffel built his 
tower for the Paris Fair of 1889, these two interrelated 
symbols became ubiquitous in every context and 
association with the fair. The theme exhibit of the fair 
was a diorama inside the Perisphere called "Demo- 
cracity" Designed by Henry Dreyfuss as a sprawling 
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Irylon and Perisphere chrome- 
metal picture frame with post- 
card insert of the theme 
center New York World's Fair, 
1939. 
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, x l l i Three postcards from the New 
FRONT VIEW AND ENTRANCE, 1 4 York World's Fair of 1939: 


FIRESTONE FACTORY AND ST É T Jud 
EXHIBITION BULOING : * Firestone Factory and Exhibi- 


Moderne-style Statue of 


NEW YORK WORLDS FAR — Y ee tion Building, Electrical 
l Products Building, and Con- Liberty with Trylon and 
temporary Arts Building. Perisphere crown, painted by 


Witold Gordon, Vogue maga- 
zine, February 1, 1939. 
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urban development imagined for the year 2039, this 
planned environment was meant to represent the 
ideal living complex. Democracity had tall apartment 
buildings and elevated, flowing highways that led to 
utopian suburban developments with artificial lakes, 
tree-lined streets, and with planned parks and recrea- 
tional areas. 

The spirited excursion to Democracity began with 
visitors riding up inside the Trylon on “two of the 
world's longest escalators,” from which they were led 
outside again to an arched bridge that brought them 
into the Perisphere and onto two revolving platforms, 
one over the other. These platforms circled the interior 
of the sphere and offered panoramic views of the city 
below. After five minutes of viewing a perfect future, 
visitors were conveyed through automatic doors onto 
the "Helicine," a down-ramp exit. 

The opening ceremonies on April 30, 1939, found 
Guy Lombardo and his Royal Canadians playing "Dawn 
of Tomorrow,” written just for the occasion by George 
Gershwin. President Roosevelt addressed the public 
over an experimental television network of about 200 
television receivers with nine-inch screens, all placed 
within a radius of about fifty miles. To assist in 


this first telecast by an American president, Eleanor 
Roosevelt was on hand, dressed in a sepia-colored silk 
dress dotted with small white Trylons and Perispheres. 
New York Mayor Fiorello La Guardia was also there 
on the opening day of what the New York Herald 
Iribune described as "the mightiest exposition ever 
conceived and built by man.” At a cost of $155 million, 
the exposition would attract sixty million visitors who 
were anxious to believe what noted media expert 
Grover Whalen, the fair's president, had promised 
them: "This New York Fair will light the way to the 
advancement of human welfare and the betterment of 
mankind in every category of his existence.’ 

Raymond Loewy designed "Transportation," one of 
the main exhibition buildings at the fair. A huge 
"light-up" map took visitors to various points of the 
globe by different modes of transport. Eventually a 
"rocketport" setup brought them into a "space-craft" 
that, following a radio countdown and a simulated 
rocket blast, took off for Mars. Loewy, who had gained 
fame as an industrial designer when he introduced 
his popular Coldspot refrigerator for Sears, also de- 
signed the Chrysler Exhibit, which followed the Bauhaus 
architectural dictum form follows function. 
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York World's Fair, 1939. Left 
to right: Federal Building, 
Trylon and Perisphere Theme 
Building, Administration 
Building. 


Numbered license-plate 
attachment, enamel on brass, 
for officials and executives of 
the New York World's Fair, 
1939. 


by : : PA 
GEORGE GERSHWIN and Perispheres. Detail on Exhibited at Queens Museum, 


end IRA GERSHWIN - i i porcelain-enamel tabletop 1980. (Lent by the authors.) 
shows the Irylon and Perl- 


; "V mq. i Tine T \ r Porcelain-enamel and painted- sphere in the official orange 
Í l | || | I I | | - ll ll I l wood kitchen table and four and blue colors of the 1939- 
SAM HE S jJ peta’ Pe: chairs decorated with Irylons 40 New York World's Fair. 


Sheet music for "Dawn of a 
New Day’; the "official" 
song of the New York 
World's Fair in 1939 was 
written by George and Ira 
Gershwin, prior to George's 
death in 1937, and published 
in 1938 by Chappell & Co., 
Inc., of Rockefeller Center, 
New York. 
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Alladin's lamp-style ceramic 
teapot, New York World's 
Fair, 1939, a fair-licensed 
product made in Japan. 
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Just next door to the imposing Chrysler exhibition 
building was the Ford exhibit designed by Walter 
Dorwin Teague, who was often referred to as the 
Dean of Industrial Designers. Visitors could "drive" at 
the wheel of a 1939 or 1940 Ford on a conveyor belt 
that took them on a half-mile ride on the highway of 
the future. Teague, who had created a masterpiece of 
functional design for the Ford building, had also been 
influential in getting the fair's design board to incor- 
porate his own obsession with a futuristic utopia into 
the overall concept of the fair. For Dupont he designed 
a modernistic tower; for National Cash Register a 
building that was an exact replica of a cash register, 
which "rang-up" the day-to-day count of fair visitors; 
for United States Steel a steel-structured dome with 
exterior girders to complement a feeling of open 
space within. Teague also created huge color blowups 
for Eastman Kodak to help introduce Kodachrome 
color film to the public. For Consolidated Edison, this 
indefatigable designer contributed to a huge diorama 
housed in a building three stories high and the length 
of a full city block. The animated scale model showed 
a full day's use of electricity in New York City, ending 
with a violent "electric lightning" thunderstorm. Con 
Edison promised visitors that gas and electricity for 
the home would cost them only pennies a year in the 
"near" future. 

The Futurama, designed for General Motors by 
Norman Bel Geddes on a seven-acre site at the fair's 
top cost for an exhibit of $7 million, took visitors on a 
fifteen-minute journey to the year 1960. In plush 
upholstered moving armchairs, they crossed America, 
from sea to shining sea, with dawn awakening in the 
East and night falling like a blanket over the blue 
Pacific. The vast 35,000-square-foot Futurama diorama 
had 10,000 scale-model aerodynamic autos suppos- 
edly speeding at 100 mph on fourteen-lane superhigh- 
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View of the World of Tomor- 
row's "Democracity" inside 
the Perisphere, designed by 
Henry Dreyfuss. Souvenir book- 
let cover illustration by Leslie 
Sagan, text by Gilbert Seldes. 


National Cash Register Build- 
ing showing the world's larg- 
est cash register, which 
marked daily attendance at 
the New York World's Fair 
(Courtesy of Larry Zim's 
World's Fair collection) 


ways linking futuristic cities to the outlying planned 
suburbs. 

Though both "Democracity" and "Futurama" were 
marvels of the model-maker's art, it was General 


Motor's "Futurama" that was the most popular, unfor- 


gettable, and dynamic exhibit at this fair. 
The immense New York World's Fair of 1939 has 


sometimes been likened in yearning, spirit, and imagi- 


nation to the wonderful Emerald City of 0z as de- 
picted in M-G-M's classic film The Wizard of Oz, 
which was shown at movie houses that very same 
year. Dorothy, the Scarecrow, the Tinman, and the 
Cowardly Lion all wanted to get to Oz where their 
dreams could come true and where just about any- 
thing was said to be possible. A// roads led to the 
fair—and an idealized future—in 1939 and 1940, just 
as a magical yellow brick road led to Oz. 

Each night at 9 o'clock, spectacular “technicolor” 
light shows called "The Ballet of Fountains,” with 


great geyserlike water fountains and blazing fireworks, 


splashed over the Lagoon of Nations to the delight 
and amazement of the assembled crowds. Although 
sixty national pavilions ringed the Court of Peace, 
Germany was absent; Hitler had referred to the New 
York World's Fair of 1939 as modernistic nonsense. 
The Japanese Pavilion, which was a traditional Bud- 
dhist temple, showed off fine silks and art products 
with no hint that bombs and planes were also being 
manufactured in that country, soon to devastate Pearl 
Harbor and push America into a war in the Pacific. 
The spokesmen for the Polish Pavilion, who invited 


visitors "to holiday in gay wonderful colorful Poland," 


could not have known that the Nazis would invade 
their land during the run of the fair. 

Pop oddities at the fair, other than Teague's giant 
cash register, included a Coty Pavilion shaped like a 
powder box and a giant Underwood Master Type- 
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writer reported to be the world's largest. The type- 
writer weighed 14 tons with each typewriter key 
weighing in at 45 pounds. It typed letters on giant 
9-by-12-foot stationery, and the typewriter ribbon was 
100 feet long and five inches wide. 

The eight-story Railroads on Parade Building, which 
demonstrated the systems and capabilities of trains, 
past, present, and future, was one of the most popu- 
lar exhibits at the fair. On display was the huge 
Raymond Loewy streamlined locomotive "K4-S." 

Food exhibits were prominent at this whirlwind fair, 
referred to as "the most gastronomical," and included 
Borden's Dairy World featuring the Borden trademark 
Elsie the Cow, along with her pal Elmer the Bull. The 
Wonder Bread Bakery Building presented the wonders 
of new baking and packaging. At the Heinz Dome, 
after receiving a green plastic pickle pin (the fair's 
most popular souvenir), visitors were lectured to by a 
larger-than-life-size animated "Aristocratic" Red-Ripe 
Tomato Man in top hat and tails who also sang merry 
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“The Dream of the Radiant 

City,” from an advertisement 
for Househald Finance Corpo- 
ration, Fortune, January 1932. 


Giant-size souvenir match- 
book, New York World's Fair 
1939. 
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New Haven Railroad World's 
Fair souvenir booklet depict- 
ing Raymond Loewy's stream- 
lined engine juxtaposed 
against the Irylon and 
Perisphere. 


F W Woolworth & Co.'s dime 
stores, which were billed as 
“the headquarters for 
World's Fair souvenirs at 
hometown prices,” gave their 
customers this complimen- 
tary map of the New York 
World's Fair, which included 
as well a rapid transit map 

of the New York subway 
system. 


The aristocratic "Red-Ripe" 
Tomato Man, a synthetic rub- 
ber souvenir from the H.J. 
Heinz Company's Heinz Dome, 
New York World's Fair, 1939. 


jingles about Heinz's “57 Varieties’ of canned foods 
—oven-baked beans, "home-style" soups, spaghetti, 
tomato juice, or jars of pickles and relish—all avail- 
able at a sample counter served by attractive "Heinz 
Pickle Girls.’ Two huge doughnut concessions oper- 
ated by Mayflower, the Doughnut Casino and the 
Doughnut Palace, served delighted crowds crunchy 
crullers with Maxwell House “Good to the last drop" 
coffee. 

The amusement-entertainment area's main attrac- 
tion was Lifesaver s 250-foot-high Parachute Jump, 
which ultimately had a second wind at Coney Island. 
Eleanor Holm and Johnny Weissmuller starred in Billy 
Rose's Aquacade, a colorful "waterful" show specta- 
cle. Whether you went to Frank Buck's "Jungleland"; 
Macy's “Toyland”; Phillip H. Lord's "Crusade-Against- 
Crime" in the Gangbusters Building; Admiral Byrd's 
"Penguin Island"; the Savoy Dance Center with its 
Harlem jitterbugs; Salvador Dali's surrealistic environ- 
mental "Dream of Venus" Living Sculpture Show; or 
Morris Gest's Little Miracle Town, featuring seventy- 
six midgets living in a miniature world (another paral- 
lel to the Munchkins of 02), there was plenty of fun 
to be had at the New York World's Fair. 

If you were one of the forty typical American 
families who were lucky contest winners, you might 
have been able to stay right on the fairgrounds at the 
two-model "Dream House," erected to FHA stan- 
dards, for a full week's vacation. The World's Fair 
amusement area in particular became a prototype for 
Disneyland, Disney World, Great Adventure, and other 
family-style entertainment meccas of our own era. 
Disney's Epcot Center in Florida bases its format on 
the planned international pavilions, restaurants, and 
futuristic concepts of the 1930s fairs. 


In this special Glass Center exhibit wo nate the 
following contributions made by gloss tọ tho 
comfort. conventence and delights of tho mod. 
‘em living rbcm: Piano suoporied by plate 


legs ot plate gk els; 
Small table medo of glass: Streight chaire with 


The Miracle of Glass, Glass 
Center booklet, New York 
World's Fair, 1939, copyright 
Glass, Inc. 


Living room all in glass, fea- 
turing glass-brick windows, 
glass cocktail table, and fiber- 
glass fabrics. From The Mira- 
cle of Glass, Glass Center 
booklet, New York World's 
Fair, 1939. 
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* transmitting abundant diffused light; Fiberglas 
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No other single event produced more souvenir mer- 
chandise than the New York World's Fair of 1939—40. 
Nine hundred manufacturers were licensed by the Fair 
Corporation on a royalty basis to employ the image of 
the Trylon and Perisphere on more than 25,000 differ- 
ent items. Among these were pin-back buttons, hats, 
armbands, clothing, umbrellas, handkerchiefs, scarves, 
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ties, spoons, glassware, dish sets, teapots, salt and 
pepper shakers, commemorative plates, tumblers, dime 
store picture frames, vases, decorative statuary, ash- 
trays, compacts, wall plaques, novelty mood lamps, 
clocks, fine and junk jewelry, commemorative time- 
pieces, money clips, furniture, an RCA Victor Syroco- 
wood "Baby" radio, card tables, posters, flags and 
banners, employee badges and identification cards, 
guidebooks, magazines, playing cards, cookbooks, 
coloring books, comics, maps, merchandise and man- 
ufacturing booklets, postcards, paintings, prints, and 
souvenir menus. 


Color-tinted photographic fab- 
ric design used for draperies, 
shirts, and dresses, New York 
World's Fair 1939. 


Frosted-glass table mood lamp — 
with Trylon and Perisphere 
combined with bubble/cloud 
motif, 1939. 
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The Trylon and Perisphere in bright blue and orange New York World's Fair water 
—the official colors of the fair and of New York pitcher with blue “vitreous” 
State—was a symbol of modernity and a new future, deora on e e 

USA, 1939-40. 
concepts that were certainly in great evidence during 
1939 and 1940. Today, as testament to an important 
event of the machine age and modernism, memora- 
bilia of this fair is collected with fervor both by 
World's Fair enthusiasts and avid collectors of Art 
Deco. Souvenir merchandise from Chicago's Century 
of Progress, 1933—34, and San Francisco's Golden 
Gate International Exposition of 1939, though not 
produced in such great quantity as the New York 
World's Fair, also fit easily into the World of Art 
Deco Fair Fever—the search for unusual fair objects 
that has become a new obsession. There is always Embossed-leather souvenir 
something never seen before turning up with a Trylon wallet from the 1939 New 
and Perisphere on it, be it kitchen table, child's uie dunes 
night light, eggbeater, or Bissell carpet sweeper. Then 
there are also the earliest television sets shown at 
the fair, among them the RCA TRK-12 designed by 
John Vassos, the small, efficient Crosley cars, and—it 
does not stop there! 

A "time capsule" containing “A message from the 
year 1939 to the people of Earth 6939 A.D." was 
buried 50 feet deep on the New York World's Fair 
grounds. It contains millions of pages of information 
on microfilm and an interesting variety of modern 
objects, including an electric shaver and an Ingersoll 
Mickey Mouse watch. À similar time capsule was 
buried at the New York World's Fair of 1964-65 in 
Flushing Meadows Park, Queens, just yards away 1939 New York Word S ENT 
from the earlier one. Welcome to the Twilight Zone! lithographed paper bag. 
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Tht WUNDER CITY THEME 


The skyscraper, regarded as America's main contribu- 
tion to the advancement of modern architecture, 
reached unprecedented heights on Manhattan Island 
in the 1920s and ‘30s. In 1923 new "setback" resolu- 
tions were added to the New York Zoning Ordinance 
of 1916 to keep the city’s streets from becoming a 
network of sunless and stifling caverns. These resolu- 
tions were important in determining the form for 
future skyscrapers by stipulating that they be "stepped 
back" from their bases as they moved skyward. 
Manhattan' s famed towers of commerce quickly 
became in themselves a popular Art Deco theme, 
inspiring, among others, the noted designer Paul 
Frankl to create his striking wood-and-lacquer book- 
cases and other furniture pieces in a modern setback 
skyscraper style. In the late 1920s and early 1930s 
mass-produced lamps, decorative vases, and even 
post-Prohibition cocktail shakers took on the "stepped- 
back" indentations of city skyscrapers. The form and 


image of the early New York skyscraper may also be 
found in Art Deco poster graphics, book dust jacket 
designs, magazine covers, product advertisements, 
and on coffee, powder, and candy tins. The skyscraper 
theme also asserted itself on costume jewelry, per- 
fume bottles, and radio hardware. 

Interior and exterior decorative details and images 
found on Art Deco skyscrapers—including lightning 
bolts, zigzags, chevrons, wave patterns, pyramid shapes, 
sunburst motifs, sunflowers, zinnias, cabbage roses, 
giant ferns, palm trees, eagles, condors, puffed-up 
doves, turkeys, pigeons, leaping deer and gazelles, 
running greyhounds, speeding autos, planes, trains, 
ships, and airships, and Aztec, Mayan, and Egyptian 
influences, as well as geometrically stylized forms of 
humans and mythic Greek gods—are also found to 
have been fashioned into designs for ladies’ compacts 
and cosmetics products, fabrics, wallpaper, and a vari- 
ety of other product designs and decoratives. 


New York: The Wonder City, 
guidebook published by Man- 
hattan Postcard Campany, Inc., 


1936. 
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Wherever new design was called for, the skyscraper 
image was drawn upon over and over again. Conse- 
quently, there was a dramatic interplay between envi- 
ronmental Art Deco images and architecture and 
mass-produced products, decoratives, and wearables. 
In the late 1920s and during the 1930s, the world was 
definitely Deco-mad. 


Skyscraper binding design, 
blue cloth over boards, pub- 
lished by John Day Co., New 
York. 
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Pent House Chocolate Tid Bits, 
candy tin with skyscraper 
motif, Federal Tin Company 
of Baltimore, Maryland, litho- 
graph on metal, ca. 1935. 


Opposite: New York City’s 
majestic Empire State Build- 
ing by moonlight, shown with 
a dirigible moored to the mast 
atop the skyscraper. 
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/ Deco Cour of New 
York City Skyscrapers 


Just as in the 1930s, tourists from across the country 
and from all around the world still visit New York City 
in droves, to ogle the original, now landmark-status 
Deco skyscrapers built in just a nine-year period, from 
1923 to 1932. Further construction was halted by the 
stringent new economics of the Great Depression. 
Completed in 1930, shortly after the stock market 
crash, the wondrous Chrysler Building at 42nd Street 
and Lexington Avenue, for a brief period the world’s 
tallest building, highlighted the luxurious. William 
Van Alen, the chief architect, incorporated in his 
facade ornamentation stylized automotive symbols, 
including great winged radiator caps, giant eaglelike 
gargoyles, hubcaps, moderne trains, zeppelins, 
machinery parts, and other elements of the age of 
mass production and acceleration. A brilliant mosaic 
mural on the ceiling of the richly textured lobby 
depicts the building itself, while the apex of the 
building, composed of ascending scalloped half-circles 
and chevrons, is dazzlingly lighted. 

Since 1931 the symbol of New York City and the 
cynosure of its skyline has been the Empire State 
Building at Fifth Avenue and 34th Street. The building 
was erected in only one year and forty-five days, and 
its anticipated construction costs were cut in half by 
the onset of the Depression to just $24 million. The 
architects, Shreve, Lamb, and Harmon Associates, 


103:—-EMPIRE STATE BUILDING BY MOONLIGHT. NEW YORK. 
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designed a base for the building five floors high. From 
a 60-foot setback at the fifth floor level, the building 
rises dramatically through additional setbacks on 

up to the 102nd floor. The slender television tower 
above (originally conceived as a mooring mast for 
dirigibles) makes the building soar to 1,454 feet. 

Brilliantly illuminated in modern times by lighting 
wizard Douglas Leigh, the building was first officially 
“turned on" by President Herbert Hoover, who pressed 
a specially installed ceremonial button in the White 
House on May 1, 1931. The very top part of the 
building was not lit until November 1932, when a 
searchlight beacon signaled to those in a 50-mile 
radius that Franklin Delano Roosevelt had been elected 
president. 

"Immortalized" in 1933 in the film classic King 
Kong, starring Fay Wray and Robert Armstrong, the 
Empire State Building is perhaps the quintessential 
Art Deco landmark. It is to New York what the Eiffel 
Tower is to Paris: the main tourist attraction. A visit to 
the observation tower to view the panorama of Won- 
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EMPIRE STATE BUILDING 


RCA BUILDING IN ROCKEFELLER CENTER 


der City and surrounding areas for up to 80 miles ona 
clear day is an imperative for all who visit the Big 
Apple. Visitors, standing in the astounding Rose Famosa 
and Estrallante marble three-story lobby with Its 
nickel and bronze Art Deco details, stare in fascina- 
tion at a brass and aluminum relief mural of the 
building, itself fully three stories high. Today Art Deco 
enthusiasts avidly collect 1930s, '40s, and '50s souve- 
nir merchandise of the Empire State Building, which 
includes a variety of ashtrays, paperweights, souvenir 
plates, sculptured metal bookends, thermometers, 
mood lamps, salt and pepper shakers, and other 
collectible ephemera such as postcards, guidebooks, 
special commemorative booklets, and the like—all 
emblazoned with its image. Indeed, it would be difficult 
to find a home in America that does not have some 
kind of artifact with the Empire State Building fea- 
tured on it. 

Rockefeller Center, now a landmark complex, occu- 
pies three large New York City blocks from 48th Street 
to 51st Street between Fifth and Sixth avenues. The 
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CHRYSLER BUILDING 


The three exemplary Deco 
skyscrapers from the 1930s 
are (left to right): The Empire 
State Building, the RCA Build- 
ing in Rockefeller Center, and 
the Chrysler Building. C. T. 
Art Colortone postcard, Curt 
Teich & Co., Inc., Chicago. 


Dinner plate from a series 
called “Our America," this 
one depicting the Manhattan 
skyline, designed by Rockwell 
Kent for Vernon Kilns, ca. 
1940. (Mood Indigo, Soho, 
New York City] 
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ultimate, sparkling, well-lit, and radiant city-within-a- 
city unit consists of twelve highly decorated Deco 
buildings that include the 70-story RCA (now GE) 
Building at the top of which is the famous Deco 
Rainbow Room with its panoramic views of the Won- 
der City. Street-level entrances and plazas abound in 
Rockefeller Center, with mythic Greek figures and 
statuary groups of American tradesmen and laborers 
executed in terra-cotta, stone, cement, metal, frosted 
glass and crystal, and in stunning mosaic tile murals. 
The Radio City Music Hall itself, with its great stage, 
auditorium, grand foyer, and lounges designed and 
decorated by Donald Deskey, has gained official land- 
.mark status for its interiors. 


The pioneering New York Art Deco Society con- 
ducts many tours of Wonder City Art Deco skyscrap- 
ers that are certain to include the famed McGraw-Hill 
Building on West 42nd Street. Sheathed in multishades 
of green-blue terra-cotta, the McGraw-Hill headquar- 
ters was built in 1930-31 by André Fouilhoux in 
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Lumitone Photoprint postcard 
of the monumental Waldorf- 
Astoria Hotel on Park Avenue, 
between 49th and 50th 
streets. In the 1980s the 
Waldorf was restored to its 
original Art Deco splendor 


Menu from the Art Deco-style 
Fountain and Tea Room in 

the Empire State Observatory, 
Baked ham sandwich 20g, 
club sandwich 60g, coffee 
10g. 
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The Hotel New Yorker, in its 


collaboration with Hood and Godley. It ıs regarded 
1930s— 40s heyday as an Art 


| | f MF" | 
today as a classic example of the Streamline Moderne a T UNE i WEE deett dis 
style as applied to architecture. Also on 42nd Street, et. TM private tunnel to Pennsylva- 
on the East Side, is the handsome Chanin Building, i ax iih FÉ sad nia Station, 2,500 rooms, each 


with a radio, four restaurants, 
and the famous Art Deco Ter- 


which uses exotic French Art Deco romantic floral 
exterior ornamentation. Designed by Sloan and Rob- E RUDI QNI RR 
ertson, the Chanin theme of “City of Opportunity" the bellboy who became a 
incorporates aspects of work and industry into its ho ^ . ODE living trademark for Philip 
design motifs and overall concept. Both the Daily E l j Morris Cigarettes, began his 
News Building on East 42nd Street (1929-30) and the ee ee n 
American Radiator Building at 40 West 40th Street per day Postcard E C. Kropp 
(1923-24) were designed by Raymond Hood and would Co., Milwaukee, Wisconsin. 
certainly be highlights of any sightseeing tour of 

“Deco City.’ Remarkably, these examples are just the 
tip of the iceberg of stunning Art Deco skyscrapers 
that add such a sense of wonder to the skyline of 
Manhattan. 
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HOTEL NEW YORKER 


Baggage sticker from the Hotel 
NEW YORKS MOST POPULAR HOTEL; New Yorker, 34th Street at 
34TH STREET AT EIGHTH AVE. Eighth Avenue. Color litho- 
NEW YORK CITY graph and gold leaf on paper 
EMT . E ca. 1935 
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New York City had its own restaurant chains like 
Riker s, Bickford's, Rudley's, Nedick's, the Waldorf 
Cafeterias, and Schraft's that were modernistic, sani- 
tary, and efficient. However, it was the Automat chain 
that had to be the ultimate in quick, easy, mechanis- 
tic, and nonobtrusive dining—they served the very 
best in home-style cooking. "Making It Easier for 
Mother" was the motto of Horn and Hardart's self- 
service Automats, the wonder restaurants with auto- 
mated, coin-operated revolving food servers. Put a 
few nickels in a slot, turn a knob, and a little metal- 
and-glass compartment would pop open to reveal a 
sandwich, a piece of pie, a crock of oven-baked beans 
(with or without frankfurters), or other choice side 
dishes. 

The first Automat restaurant opened on June 12, 
1902, in Philadelphia. Operating only in New York City 
and Philadelphia, Automats served almost a million 
people a day throughout the 1920s, '30s, '40s, and me nt 
‘50s. In the 1960s the quality of the food suffered a tomaton ae Stee arene 
decline, and by the 1970s, in association with increas- August 1938 
ing economic problems, the novelty of the Automat 
seemed to have worn off. Today only one exemplary 
Automat still exists for regular business or special 
party rentals, at Third Avenue and 42nd Street. In the 
late 1980s the Horn and Hardart Company opened two 
restaurants that incorporated the gleaming chrome 


Horn & Hardart's one-pound 
Automat coffee tin (the cof- 
fee was said to be the most 
delicious in New York and 
was always served piping hot 
for just a nickel]. 
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Automat neon sign on 23rd 
Street produces reflections 
in the rain. 


and formica details of 1950s diners. Called Dine-O- 
Mats, they served abundant lunches and dinners and 
gigantic fountain specialties in a nostalgic and spar- 
kling 1950s atmosphere complete with reproduction 
Wurlitzer jukeboxes and singing bobby-sox-clad wait- 
resses. Both of the now defunct Dine-O-Mats, on 
Third Avenue at 57th Street and on University Place at 


Interior view of Horn & 
Hardart Cafeteria at 122 Pearl 
Street, New York, which 
shows bronze grilles and 
details. F P Platt & Bros., 


Washington Square in Greenwich Village, attracted architects. 
happy and hungry crowds even though the little glass- 
faced compartments were nowhere in evidence. To 
see an original Automat intact, one must travel to 
Washington, D.C., where an entire Automat is on 
display at the Smithsonian Institution as an important 
icon in America's heritage. 
Many say it was the steady decline of the nickel 
that hurt Automats. A cup of coffee for a nickel had 
long been an Automat mainstay, so when economic 
necessity forced the price to a dime this seemed to "Welcome Men York World's 
affect the overall “everyman” concept of the chain. out by friendly uniformed attendants from stainless- i 
Joseph V. Horn and Frank Hardart, who first met in steel warming trays. 1939 
1888, often stated their simple credo: "The real trick The most popular Automat was the two-story 46th 
is to sell a good item cheaply.’ Both partners contin- Street Times Square location that allowed visitors to 
ued to sample the day's menu for many years, to gaze out on the famous Wrigley's sign, said to be the 
make certain the cooks were maintaining the high largest in the world. Situated 75 feet above the 
standards they had set for the Automat restaurants. low-lying roof of the International Casino nightclub 
Visiting an Automat became a must in the Depres- and stretching an entire block, the neon aquatic scene 
sion for Gotham tourists and celebrities alike. In the incorporated rippling blue waves, glowing yellow fish, 
1930s one might have found Jean Harlow, Jimmy and multicolored bubbles that floated up to the trade- 
Durante, Jack Benny, Walter Winchell, Ethel Merman, mark green Wrigley man fishing from a giant rowboat. 
or other show-folk putting a buffalo nickel into a slot The Planters Peanuts animated Mr. Peanut neon and 
and pulling a lever to release from the mouth of a the Camel cigarettes sign that pictured a man who 
chromium dolphin-head spigot fine French-drip coffee blew out actual giant-size smoke rings onto Times 
(its formulation a well-kept company secret). In addi- Square were for many years integral parts of Broadway's 
tion to the nickel-in-the-slot food, Automats served Great White Way. 
good, wholesome, well-rounded American meals like Irving Berlin celebrated dining out on a few nickels 
roast turkey, browned potatoes, and creamed corn. in Face the Music, a 1932 Broadway show that found 
Pick-and-choose commissary style food was dished a chorus of society folk down on their luck due to Old 
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Man Depression suddenly reduced to eating at Horn 
& Hardart's. Nevertheless, they cheerfully sang out 
"Let's Have Another Cup of Coffee, Let's Have An- 
other Piece of Pie" on a stage-set replica of an 
Automat—and why not? It was considered the best 
place in town for a meal. 

Automats thrived and multiplied in the Depression 
era, and many of them were designed as monumental 
Art Deco emporiums with bronze fittings, beveled 


mirrors, stained glass, mahogany wood paneling, glazed 


terra-cotta decoration, and marble walls, as well as 
great chandeliers, Deco wall sconces, and hidden 
recessed lighting—an environment that would cost a 
pretty penny today. A cup of coffee—or anything 
else—for a nickel is now nothing but a memory. 
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Horn & Hardart on 57th Street 
at Sixth Avenue. There were 
more than 150 Horn & Hardart 
Automat cafeterias, restau- 
rants, and retail shops in New 
York and Philadelphia, serv- 
ing over one-half million 
patrons a day Lumatone 
Photoprint postcard. 


Horn & Hardart Automat Caf- 
eteria interior 545 Fifth Ave- 
nue, with terra-cotta, tile 
pillars, and zigzag terrazzo 
floors. 


New Facades 


Many small shops, shoe stores, ice-cream parlors, 
beauty salons, restaurants, and night spots in cities 
across America remodeled their exteriors in the new- 
est moderne, streamlined styles after Depression 
economics curtailed major building projects. The 
Cushman Bakery chain went Streamline Moderne by 
adding cream color and blue trim “Veribrite” porcelain- 
enamel storefronts, while other nationwide store chains 
employed Formica frontal inlays, Vitrolite, or sheer 
Carrera glass in a variety of colors offset by glass 
blocks, Monel metal and chromium trim, tile, and 
flowing tubular neon lighting. These external and 
interior modernizations were a relatively inexpensive 
way of creating an exciting, uplifting change in the 
Depression years of Roosevelt's New Deal. 

American “Dream” diners, fabricated from indus- 
trial designs on factory assembly lines, incorporated 
stainless steel, glass brick, tile, and outsize neon 
signs displaying the words "EAT" or "DINER" to attract 
highway motorists or city dwellers. On the inside, 
cobalt blue or peach mirror accents, attractive re- 
cessed lighting, and metal venetian blinds contributed 
to the desirable overall sanitary and streamlined 
effect. 

The early Pop-Deco White Castle System hamburger 
chain ("Buy ‘em by the Sack") opened its shiny white, 
black trimmed, porcelain-enamel miniature castle res- 


WPA-style mural on Stream- 
line Moderne Telegraph Hill 
apartment building in San 
Francisco, showing China Clip- 
pers flying above bare-chested 


figure holding a globe, with 
the Oakland Bay Bridge below 
Mural created by Alfred du 
Pont, J. S. Malloch, architect. 
(Humphrey Bogart and Lauren 


Bacall lived here, and Dark 
Passage, a movie they made 
together, was filmed there in 
1947.) 


New Facades 18 9 — 


deu 
: od à E 
JUNE 1937 è INDIAN RESERVATION ARCHITECTURE e STORES 


M. Nios Fai 


SLNVHNVISaY 
QUMURI gr api EE 
IE 


wires 


“100% PURE BEE 


__BUY THEM TO TAKE HOME _ 


White Diamond 
RESTAURANTS 


CLOSE COVER ** STRIKE ON BACK 


White Diamond chain restau- 
rants were miniature black- 
and-white porcelain-enamel 
Deco castles, matchbook 
cover, ca. 1940. 


Cover illustration by Charles 
DuBose on American Archi- 
tect and Architecture maga- 
zine, June 1937, shows new, 
modernistic storefronts using 
colored Carrera glass and 
glass brick with chrome detail. 


Restroom sign in bronze metal, 
Verner's Restaurant, Balti- 
more. 


taurants in 1921, ultimately serving square five-cent 
hamburgers packaged in cardboard castle containers, 
as well as piping-hot coffee (also a nickel), to millions 
of Americans. Derivations of the White Castle theme 
turned up in rural and urban areas and included 
chains like Toddle House, Hull Dobbs House, Blue 
Castle, White Diamond, White Clock, Red Beacon, 
White Tower, Coon-Chicken Inn, and Krystal, all em- 
ploying uniformed help who served hot dogs, ham- 
burgers, crullers, and coffee without fanfare and in a 
jiffy. Other popular early eatery chains included the 
bright-orange-enamel Stewart's Root Beer drive-in 
stands and the tangerine-tile-roof Howard Johnson's. 


Streamlined industrial build- 
ing employing glass bricks, 
General Vending Co., Balti- 
more, Maryland. 


"Pow 


Art Deco booth in Verner's 
Restaurant, Baltimore, Mary- 
land, with chrome, wood For- 
mica, and Bakelite details. 
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Glass-brick column lights up 
in the vestibule-stairwell of 
a lelegraph Hill apartment 
building at 1360 Montgom- 
ery Street, San Francisco. 
(Note scalloped Deco banis- 
ter and streamlined radiator 
grill.) 


Art Deco architectural details 
on "Painted Lady" —style 
house, Diamond Heights, San 
Francisco, California. 
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Leaping dolphin in silver-leated 
plaster, decorative detail from 
Rincon Center (formerly Rin- 
con Annex Post Office) at 
Mission and Spear streets, 
San Francisco, California. 


Construction worker in cast 
cement, Pacific Gas & Elec- 
tric Building, corner of Beale 
and Market streets, San Fran- 
cisco, California, 1925. 


Blue and silver terra-cotta small shops owned by the 
building (formerly the Oakland Rouse Company) at 19th and 
Floral Depot, now a series of Telegraph, Oakland, California. 


(AE -cotta 


Terra-cotta, which has been used since Roman times 
for architectural embellishment, was one of the most 
exciting, colorful, and decorative building materials 
employed during the periods of feverish construction 
in the 1920s and early 1930s. As building blocks of 
clay that either fit together to form a decorative 
pattern or as single ornamental pieces, terra-cotta 
(Latin for "baked earth") was found to be an ex- 
tremely plastic material and a good substitute for 
more expensive granite or marble. In natural clay 
colors or tinted to complement other building materi- 
als, terra-cotta also came with combed and crinkled 
surfaces for textural variety, an innovation of the 
1920s. Machine-extruded terra-cotta began to be 
manufactured in the 1930s for the new, flatter look 
of Art Deco. 

Though polychrome glazing techniques were devel- 
oped as early as the fifteenth century in Italy, colored 
terra-cotta did not become popular as a decorative 
material until the 1920s, when it was intended to 
stand out and attract attention in building lobbies and 
at street level on facades. Deco shades included 
colors like lime green, lavender, and ebony, and there 
were glazes in matte or glossy finishes in all varieties 
of yellow, green, blue, and metallic silver and gold. 
Leading architects began using colored and decora- 
tive terra-cotta to highlight cornices and setbacks on 
skyscrapers. 


lerra-cotta zigzag and Stream- 
line wave motif on the fa- 
cade of an apartment building 
on East 22nd Street in New 
York City, 1928. 


“Turkey Deco" terra-cotta 
panel on industrial building 
at Washington and Linden 
streets, Newark, New Jersey, 
ca. 1931. 
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The Northwestern Terra Cotta Company of Chicago, 
said to be the largest in the nation, had a 400-foot 
tunnel-kiln in which terra-cotta blocks inched along in 
train carloads for a week of slow baking. Tens of 
thousands of glaze formulas were available, with a 
wide range of intense color that went from the 
standard commercial buff to ceramic gold to aqua- 
marine to royal red. The Northwestern company 
borrowed ready-made designs from Paris exposition 
catalogs, which saved on artists’ fees. Popular design 
subjects included flowers, zigzags, plump birds, exotic 
dancing women, chevrons, lightning bolts, sunbursts, 
heads of gods and goddesses, bulls, rams, rabbits, 
and turkeys. Examples of all of these are found on 
buildings throughout America. 

Raymond Hood used gold-luster terra-cotta detail- 
ing on the tower of the American Radiator Building 
and sheathed the McGraw-Hill Building completely in 
blue-green terra-cotta tile. During the 1930s both 
buildings were dramatically lighted to emphasize the 
reflective abilities of terra-cotta, a practice that was 
only revived in the 1980s. Once again terra-cotta— 
decorated buildings glow by day and night. A promi- 
nent example in New York is the Sloan and Robertson 
Chanin Building, which has decorative terra-cotta at 
street level and at its top. 


Terra-cotta was used widely on hotels, garages, 
gas stations, banks, automobile showrooms, commer- 
cial stores, and countless other multipurpose build- 
ings. Movie theaters incorporated decorative terra-cotta 
on both the exterior and interior. Thomas Lamb's 
Loew's Theater (1930) at Broadway and 175th Street 
in New York, now the home of Reverend Ike's United 
Church, is covered in white-glazed terra-cotta. WPA 
artists and muralists employed terra-cotta extensively, 
and it was used on many of the sculptures, fountains, 
and structures at the 1939 World's Fair. New York 
apartment buildings with remarkably decorative terra- 
cotta include George and Edward Blum's grand apart- 


Terra-cotta panel for the inte- 
rior of the Atlantic City New 
Jersey, bus station on Arctic 

Avenue, 1930. 


Terra-cotta ornamental detail 
featuring Art Deco puffed-up 
doves, sunburst, and triangu- 
lar shapes. Near North Side, 

Chicago, Illinois, ca. 1930s. 
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Art Deco terra-cotta tile dec- 
oration in black, purple, or- 
ange, and cream on the facade 
of the Austin Manufacturing 
Company Building, Albany 
Street and Boulevard, Atlan- 
tic City New Jersey, ca. 1930. 


Terra-cotta crane and frog de- 
tail, Bathing Pavilion, Spring 
Lake, New Jersey 


ment complex at 235 East 22nd and another at 210 
East 68th Street, built in 1928 and 1929 respectively. 
National retail companies, especially the chains, used 
terra-cotta to express their identities and individual- 
ity; Child's Restaurant, which specialized in serving 
seafood, employed images of Neptune, crabs, snails, 
and seahorses, in its terra-cotta decoration. Horn and 
Hardart's Automat sported stylized floral motifs and 
zigzags in a Deco mode. Kress, Woolworth, and A. S. 
Beck shoe stores used simple, streamlined, mono- 
chromatic, angular Deco-styled terra-cotta on retail 
outlets across America. Slated today as the corner- 
stone for redevelopment in downtown Oakland, 
California, is the brilliant midnight blue with silver 
terra-cotta trim Floral Depot Building, which originally 
housed Kress's, Western Union, and a mini-mall of 
other retail stores. 

There was a decline in the use of terra-cotta in the 
late 1930s when modern architects began to prefer 
materials that were completely mass-produced by 
machine, like metal, glass, and cement, so decoration 
on buildings gave way to stark, clean lines. 


WEA tile mural in the Newark, 
New Jersey, City Subway 
System. 
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Culbsa Deco 


Tulsa, Oklahoma, which had its beginnings as a Creek 
Indian trading post, began to be settled by white 
traders, adventurers, and cowboys by the 1880s. After 
the eventual discovery of oil, Tulsa was to describe 
Itself in the 1920s as “The Oil Capital of the World.’ 
"Black gold” money flowed into the city during the 
jazzy twenties, and wealthy oilmen opened their big 
houses to all-night parties with heavy boozing and 
modern flappers doing the Charleston to wild Dixieland 
music. By 1927, as a way of showing off their easy 
money, hucksters like Waite Phillips, brother of the 
founder of the Phillips Petroleum Company, began to 
invest in the creation of a better downtown area for 
Tulsa; and they were attracted to the new ornamental 
style in architecture espoused at the Paris exposition 
of 1925. Deco in mind, the Tulsa of the madcap 
twenties tossed ideas of the stuffy old-style Gothic 
architecture out the window. 

With an "easy come, easy go" oil-town attitude, 
reckless, extravagant, and daring men embraced the 
showy, colorful, whimsical style of Art Deco as they 
erected the towering monuments of Tulsa. Even today 
Tulsa exists as a bright oasis of commerce, culture, 
and fine Deco buildings set in the middle of the green 
hill-country of northeastern Oklahoma. 

- Basically, Tulsa Deco architecture can be divided 
into the Art Deco Zigzag Skyscraper style of the 1920s 
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Terra-cotta frieze above the 
entrance on the WPA-style 
Tulsa Fire Alarm Building, 
Tulsa, Oklahoma. 
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and the PWA (built by the New Deal Public Works 
Administration) and Streamline Moderne styles of 
the 1930s. The 1920s Art Deco Zigzag style building 
was made possible by the use of light, durable, 
glazed and unglazed terra-cotta as sheathing material 
and for decoration. Zigzag incorporated chevrons, 
triangles, stepped platforms, fronds, and other jazzy 
Deco devices. Tulsa, because of its extensive use of 
brightly colored baked clay ornamentation on build- 
ings, has been dubbed "Terra Cotta City" by Art Deco 
enthusiasts and landmark preservationist groups. 

The chief architects of the Art Deco period in Tulsa 
were Barry Byrne, who designed the expressionistic, 
carved-limestone Christ the King Church in 1926, and 
Bruce Goff, who designed the Guaranty Laundry Build- 
ing, the Midwest Equitable Meter Company, the Tulsa 
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Club, Riverside Studio, the Merchant's Exhibit Build- 
ing at the Tulsa fairgrounds, and the Boston Avenue 
Methodist Church, which looks like it was inspired by 
one of Hugh Ferris's fantasy tower drawings. The 
Frank Lloyd Wright influence is found in Tulsa in 
upper-middle-class suburban homes, notably the Rich- 
ard Lloyd Jones House, "Westhope," built in 1929—30. 
Other outstanding Tulsa Art Deco buildings (out of 
more than a hundred primary examples) include the 
black-glass-covered Security Federal Savings and Loan 
Building, the Medical and Dental Arts Building, the 
Oklahoma Natural Gas Building, the Public Service 
Building, the ten-story Bliss Hotel, the Halliburton- 
Abbott department store, the Gillette-Tyrell (Pythian) 
Building, the Tulsa Fire Alarm Building, the South- 
western Bell Main Dial Building, the Will Rogers High 


Jazzy terra-cotta ornamenta- 
tion on Warehouse Market 
Building (now the Dollar Saver 
Discount Store], in Tulsa, 
Oklahoma. 


School, the Will Rogers Theater, the Webster High 
School, the Tulsa Union Depot (recycled in 1983 as an 
Art Deco office complex), and the Philcade, built by 
Smith & Sentes in 1930 for oil baron Waite Phillips as 
a sister building to his Gothic Philtower (1927). 

“Okie Deco" (so named by proud Tulsa locals) was 
always accepted as a popular middle-class expres- 
sion of modernism that was meant to appeal to 
everyone. Certainly the rugged oil millionaires them- 
selves projected and supported this sensibility. Stream- 
lined Deco roadside strip architecture in the Greater 
Tulsa area included Texaco service stations designed 
by Walter Dorwin Teague, a chain of Silver Castle 
fast-food restaurants, supermarkets, and auto show- 
rooms. Curvilinear and angular molded-concrete mixed 
easily with glass brick, aluminum, neon, tile, and 
baked glass-enamel on metal to create the overall 
effect of streamlining on a new or old building in the 
1930s. Unfortunately, many of the smaller, nonelitist 
streamlined or populist Deco buildings have disap- 
peared from the roadside landscape altogether, and 
fewer and fewer examples can be studied today 
except in documented photographs. 

In singling out the Okie Deco of Tulsa to stand next 
to the Skyscraper Deco of New York City, one should 
not forget the Pueblo Deco of Albuquerque, New 
Mexico, with its Navaho imagery—canoes, skulls, 
swastika zigzags, ceremonial masks, war shields, 
drums, and longhorn skulls—much of it done in 
terra-cotta friezes or in tile work. Downtown Albu- 
querque's Kimo Theater (restored in 1982) is a prime 
example of Pueblo Deco. 

Other cities to visit in search of Deco architectural 
details would certainly include Chicago and Kansas 
City, Missouri, and, of course, Los Angeles, San Fran- 
cisco, and Oakland. As a matter of fact, all major 

Cities have prominent Art Deco structures such as 


office towers, movie theaters, auto showrooms, rail- 
road and bus stations, warehouses, high schools, and 
administration buildings. Certain popular architectural 
oddities or twentieth-century wonders like diners, gas 
stations, bowling alleys, early chain restaurants, mod- 
ernistic private homes, and suburban Art Deco apart- 
ment buildings can be found almost anywhere. A 
reawakened interest in Art Deco is occurring in such 
diverse cities and towns as Corpus Christi, Dallas and 
Fort Worth (where the style is known as Cowtown 
Deco and Cowtown Moderne), Spokane (where a 
1930s moderne Montgomery Ward warehouse was 
recently converted into the new City Hall), Seattle, 
Racine, Madison, St. Paul, Minneapolis, Charleston, 
Butte, Honolulu, Fairbanks, and even in Oregon's 
forests in connection with the WPA-built lodges of the 
National Park system. Preservation groups in these 
places are discovering, documenting, and watching 
over important landmarks of the 1920s and '30s that 
might otherwise be demolished by the wrecker's ball. 


lerra-cotta detail of Grecian- 
style Art Deco nude with cor- 
nucopia of fruit, on Warehouse 
Market Building, Tulsa, 
Oklahoma. 
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most amazing home, 


where dwell Cedric 
Gibbons, the artist, and 
Dolores Del Rio, his 


famed screen star wife 


A visit to Hollywood's OLORES Ft p'o 


PHOTOGRAPIUY 
BY HURRELI, 


The home of Dolores Del Rio and Cedric Gib- 
bons, modernistic in the extreme, ís recognized 
as a forerunner in a severely simple style of 
architecture that is rapidly becoming popular 


Dolores Del Rio seated ín the corner of the 
spacious living room. A curious feature of 
this unique home is the curtainiess windows 


Uni ty 


‘i 


Dolores and Cedric Gibbons 
before the fireplace in the liv- 
Ing room. Here they often 


Delores del Rio and Cedric 


Gibbons in their modernistic : give very delightful parties 
7 Dolores and Cedric in the iibrary, a paradise of com- 

home, Hollywood ineo fort for tired nerves—embellished by hundreds of 

August 1931. books within easy reach of a iuxurious lounge 
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Dolozes Del Rio <Goes 
Moderne 


In the early 1930s very few could afford to own a 
modernistic home such as the "House of Tomorrow" 
designed by architect George Fred Keck for Chicago's 
Century of Progress Exposition of 1933-34. Usually 
such a home was like a futuristic dream that seemed 
far, far off to American families struggling through the 
Great Depression; they had to be content to experi- 
ence modernism either in the movies or when visiting 
the palatial Radio City Music Hall in Rockefeller 
Center or, perhaps, their own downtown bank, office 
building, or remodeled drugstore or beauty parlor. It 
seemed only the truly elite or those who enjoyed a 
theatrical life could "go Moderne" in those bleak 
days. However, glamorous movie stars have always 
been exceptions to the rule; although those who land 
on top in the film industry have always had their ups 
and downs, most could afford to act according to 
whim, randomly changing the architecture of their 
life-style when they were so moved. ` 

Hollywood magazine of August 1931 featured an 
article entitled "Dolores del Rio Goes Moderne" by 
Harry D. Wilson, who described del Rio's changeover 
from the El Rancho Mexicana look to that of an 
ultra-Art Moderne Vamp after she married M-G-M art 
director Cedric Gibbons. Gibbons developed into the 
leading exponent in Hollywood for Art Deco or Moderne 
movie sets following his return from the Paris exposi- 


Other Deco Ladies: 


Sally Blane in A Dangerous 
Affair. 


Gloria Stuart in Old Dark 
House. 
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Betty Grable, Paramount 
player in Campus Dormitory, 
modeling a Deco-style black- 
brimmed felt hat with a high- 
draped crown of pink wool 
crepe. And in a Paramount 
publicity still, 1939. 


tion of 1925. In the fan-magazine story, Senorita del Left: Lillian Harvey in a 
Rio asserted, “I am aching to play the sophisticated sleek Deco setting from 
My Weakness, 


roles of modern drama after having been French, 
Russian, Indian, Gypsy, Spanish—everything in fact, 
but a Modem!" 

Her chance to be "Moderne" came in 1933 in Flying 
Down to Rio with Gene Raymond, Fred Astaire, and 
Ginger Rogers. Unfortunately, though her looks were 
praised (she was often described as the most beauti- 
ful woman in the world), her acting rarely received 
good notices. She eventually divorced the husband 
who orchestrated her changeover, but not before 
posing for photographers in her new Hollywood 
Moderne house, which in status, was a step above 
her former Spanish Adobe Hacienda. 
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Miami Moderne 


The Miami Design Preservation League was formed in 
1976 by the enterprising and dedicated team of Bar- 
bara Baer Capitman and Leonard Horowitz. In May 
1979, the National Register of Historic Places con- 
ferred historic status on the one-mile-square Miami 
Beach Art Deco District, the first such designation for 
an area comprising buildings then less than fifty years 
old. Old Miami Beach's many low-rise moderne ho- 
tels, apartment buildings, commercial storefronts, pub- 
lic buildings, and theaters were all constructed between 
1935 and 1945 by a handful of European-born New 
York architects influenced by the Buck Rogers—Futuristic 
Moderne style they saw at the 1933-34 Chicago 
Century of Progress Exposition. These men were also 
inspired by advanced architectural renderings for the 
ultramodern buildings planned as early as 1935 for 
the New York World's Fair of 1939-40. 

The clean, sweeping, aerodynamic, streamlined 
speed forms of the South Miami Beach buildings 
—the curvilinear juxtaposed against stark angles— with 
stepped-up protruding towers and cantilevered win- 
dow shades, fall into the more specific categories of 
both Depression Moderne and Streamline Moderne. 
Since the term Art Deco is now widely used as the 
umbrella for many interrelated modernistic styles of 
the 1920s and '30s, it has become the term mainly 
associated with the Miami Beach Historic District. 


"The Orange Blossom 
Special," all-Pullman luxury 
train, "The deluxe winter sea- 
son favorite between New 
York and Florida resorts fol- 
lowed the route of the Silver 
Meteor and the Silver Star, 
leader of Seaboard's popular 
‘Silver Fleet.” Colortone linen 
postcard, 1940. 


A corporate king reads Fortune 
magazine with his wire-haired 
terrier in elegant Florida set- 

ting. Fortune, December 1932. 
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While it is true that many of Miami's buildings have 
fun-Deco ornamentation on their exteriors and interi- 
ors, the main thrust and breathtaking impact of the 
district is decidedly Moderne with a strong Bauhaus 
influence. In visiting Miami Beach, it is as if one were 
transported back in time to a futuristic city within a 
city similar to those imagined at a 1930s world’s fair. 
These visionary fairs also applied Deco ornamenta- 
tion to streamlined pavilions and used murals and 
bas-reliefs as architectural detail. 

Art Deco architecture made its first appearance in 
Miami in 1929 when the fluted geometric Sears, 
Roebuck Tower shot up into the sky, while new modern- 
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style buildings were added to commercial develop- 
ments along Biscayne Boulevard. The Mahi-Shrine 
Temple (now the Biscayne Boulevard shopping arcade), 
built in 1930 by Robert Law Weed, is a classic exam- 
ple of the stepped-back facade of the Art Deco style, 
with turrets, multifaceted planes, and imposing sculp- 
tured figurines of Seminole Indians placed in the 
building's upper corners. The Bass Museum of Art, 
formerly the Miami Beach Public Library, also erected 
in 1930, was designed by Russel T. Pancoast. This 
Mayan-like structure is faced in “keystone,” a type of 
coral rock indigenous to the Florida Keys. An Art Deco 
bas-relief on this building oddly features Christopher 
Columbus's three ancient sailing vessels with China 
Clipper flying boats soaring above. Would that Colum- 
bus had had a Clipper at his disposal in 1492. 

The Miami Beach hotels and apartment buildings, 
constructed following the hurricane of 1926 and through- 
out the 1930s and early '40s, were meant to boost the 
Depression-weary economy in that city by creating a 


The Park Central Hotel at 630 
Ocean Drive, Miami Beach, 
Florida, was built in 1937 by 
architect Henry Hohauser; it 
was redeveloped in the 

1980s by Tony Goldman. 


Promotional booklet for the 
Miami Beach Art Deco Dis- 
trict, published by the Miami 
Design Preservation League, 
Barbara Baer Capitman, edi- 
tor collage cover illustration 
by Sandra Werner, 1980. 


Opposite: Flamingo lithograph- 
on-metal table coaster 
Change trays and serving trays 
are to be found in this same 
pink, green, and black tropi- 
cal design. 


new tropical vacation area that would draw tourists 
and permanent residents to a "progressive" Florida. 
The 1920s Spanish Mission or Mediterranean style of 
Coral Gables and Palm Beach seemed too grandiose 
for Miami Beach, which wanted to attract more diver- 
sified middle-class vacationers to its balmy shores. 
Today many of the Deco buildings have been painted 
in pastel hues of azure blue to match the color of the 
ocean, and this is playfully mixed and matched with 
seashell pink, rose, lime green, turquoise, or aquama- 
rine. All white stucco or ferro-concrete buildings are 
often trimmed in these colors or in earth brown, sand 
sepia, sunflower yellow, or gladiola red. The new 
intense, nurserylike pastels on buildings give off the 
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—- == 3 Mark and Eric's Variety Store, 
featuring discount groceries 
M || and sundries, in the Art Deco 


district at 6th and Washing- 
ton streets, Miami Beach, Flor- 
ida. This colorful mauve pink 
and aqua facade was painted 
by the architect Leonard Ho- 
rowitz who in the 1980s or- 
chestrated much of the pastel 
coloring for the Art Deco build- 
ings in Miami Beach. 


Friedman's Bakery at Wash- 
ington and 7th, Miami Beach, 
Florida. 
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overall impression of an array of giant wedding or 
birthday cakes. In keeping with the streamlined shapes 
of most of Miami Beach's buildings, which sometimes 
seem to resemble luxury ocean liners floating on 
sand, rows of porthole windows, glass bricks, and 
painted "racing-stripe" lines were added as decora- 
tive accents. Sundecks, pipe railings, and repetitive 
wave effects add to the nautical feeling inherent in 
these unique, showy modern structures. Bas-relief 
panels, applied plaster wall sculpture, painted mu- 
rals, decorative tiles, and etched glass feature tropical 
seascapes like moonlit beaches with palm trees, WPA 
workers, state historical themes, pink flamingos, white 
whooping cranes, pelicans standing in a punk grass 
swamp, bloated fish, leaping porpoises or swordfish, 
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seahorses, dolphins, seashells, mythic sea gods like 
Neptune, mermaids, fauna, flora, sunbursts, tiered 
fountains, and sailboats. These Florida Deco images, 
which had great popularity in the mid- to late 1930s, 
‘40s, and ‘50s all over America, may also be found as 
building decor at northeastern seacoast beach resorts 
like Asbury Park, Spring Lake, and Atlantic City in 
New Jersey or Jones Beach and Rye Beach, both in 
New York. 

Ziggurats and vertical, floating, and spiked trylons 
appear on Miami Beach buildings with towers, but 
most often house and hotel rooftops are flat. Occa- 
sionally a bright tiled roof has been added to a 
moderne structure, borrowed from the Spanish Medi- 
terranean style of the 1920s. Miami Beach hotels and 


Herbshire Apartment Building, 
Miami Beach, Florida. 


Six postcards of Art 
Moderne-style 1930s hotels 
(left to right): Corsair Hotel, 
Leslie Hotel, Olympic Hotel, 
Simone Hotel, Greystone 
Hotel, Otis Hotel and Villas. 
Original Miami Beach Color- 
tone hotel series. 


CORSAIR HOTEL 
Directly on the Ocean 
MIAMI BEACH, FLORIDA 


LL 


CORSAIR — 


336 Ocesn Brive 
MIAMI SEACH, FLORIDA 


GREYSTONE HOTEL 
MIAMI BEACH, FLORIDA 
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Miami Beach, where Cuban rice, bean, and flan The Cardozo Hotel, 1300 
. Ocean Drive, poster design 

restaurants coexist alongside kosher delicatessens. M 
Fresh fruit, particularly oranges and grapefruit, and Deco Hotels, 1980s. 
strong Cuban coffees are available in small retail 
establishments on every block. 

To get a feeling of what a romantic place Miami 
Beach must have been in 1941, one need only view 
the Betty Grable 20th Century-Fox movie Moon over 
Miami, with Robert Cummings, Carole Landis, Char- 
lotte Greenwood, and Jack Haley. Dancing in a moderne 
nightclub to the title tune, Betty and co-star Don 
Ameche made the point that Miami Beach in techni- 
color was a glamorous place for a vacation. 

Restored Miami Beach hotels like the splendid 


The Victor Hotel, 1144 Ocean 
Drive, poster by Woody 
Vondracek. 
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apartment complexes were lit up with flowing, color- 
ful neon for both decor and for large hotel-apartment 
signs, which were often in Deco-style lettering with 
aluminum casing housing the neon tubing. 

Splendid Deco-Moderne interiors included building 
materials of chrome and frosted glass for wall sconces, 
elaborate chandeliers, colorful geometric terrazzo floors, 
Vitrolite and marble trim, and bronze, chromium, nickel, 
stainless steel, and Monel metal for railings and 
grillwork. Modernistic chairs designed by Alvar Aalto 


and Russel Wright can still be spotted in hotel and MIAMI BEACH 


apartment-building lobbies or lined up on spacious, ~ FLORIDA 
open porches. 
A heavy Caribbean atmosphere exists throughout z ART DECO DISTRICT 
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BREEZE-CLOTH 
SUMMER SUIT 


Breeze-Cloth fabrics 
from which these 
summer garments 
are tailored are light 
in weight... cool... 
wrinkle resisting . , 
clean easily... retain 
their shape... new 
patterns, . . light and 
dark shades, Coat 
and trousers $13.59 
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Carlyle, Waldorf, and Cardozo with their exquisite Art 
Deco cafés and cocktail lounges and elegant lobbies, 
now attract guests in search of a truly Tropical Deco 
experience. 

A walking tour of Old Miami Beach's Art Deco 
District should include the Cardozo, 1300 Ocean Drive, 
designed in 1939 by Henry Hohauser and restored as a 
demonstration project by Art Deco Hotels in 1979; the 
Carlyle, 1250 Ocean Drive, designed by Kiehnel & 
Elliot in 1941; the Plymouth Hotel, 2035 Park Avenue, 
designed by Anton Skislewicz in 1940 and based on 
the Trylon from the 1939 New York World's Fair; the 
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NEWTON 
GABARDINE 
SUMMER SUIT 


White gabardine, 
wich a texture of 
aristocratic richness, 
has an inherent 
quality for retaining 
its shape, Plata 
white and sell pat 
terus. By far the 
most hixurious. sunu 
mer suit made, Coat 


and troisers $92. 50 


Waldorf lowers, 860 Ocean Drive, designed by Albert 
Anis in 1937; the Breakwater, 940 Ocean Drive, de- 
signed by Anton Skislewicz in 1939; the Victor, 1144 
Ocean Drive, designed by L. Murray Dixon in 1937 and 
featuring a beautiful flamingo mural in the lobby and 
Deco-patterned terrazzo floors; the Palmer House, 119 
Collins Avenue, designed by L. Murray Dixon in 1939; 
and the Primrose Hotel, 1120 Collins Avenue, designed 
by V. H. Nellenbogen in 1935, featuring etched-glass 
windows with flamingos, fish, and palm trees. You 
will see many more fabulous hotels along Ocean 
Drive between 5th and 15th streets. 


Miami wear men's lightweight 
suits from Howard Clothes, 
Spring-Summer Tropical Col- 
lection, 1937. 
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The tall skyscraper hotels with fantastic Deco 
towers include the National at 1677 Collins Avenue, 
the Delano at 1685 Collins Avenue, and the Ritz Plaza 
at 1701 Collins Avenue. Lincoln Road, the "Fifth Ave- 
nue of the South," was one of the first shopping 
areas in the country to close its main street for 
shoppers and strollers (in 1960). The recently restored 
Espanola Way, used as a typical "Latin" street in 
movies and on television's "Miami Vice," is the loca- 
tion of two of Miami Beach's early hotels, the Clay 
and the Cameo, both built in 1925 by Robert A. Taylor. 
Washington Avenue is the main commercial strip, 
with bakeries, variety stores, restaurants, theaters, 
the dazzling Post Office Building (at Washington and 
12th Street), and other unique Deco/Moderne structures. 

The success of the Miami Design Preservation 
League has influenced organizations in other cities 
with important Art Deco edifices to follow in its path 
to preservation and restoration, including Tulsa's Ju- 
nior League and societies in Kansas City, Baltimore, 
Philadelphia, Washington, and elsewhere. Organiza- 
tions like the Society for Commercial Archaeology are 
also instrumental in preservation activities for Art 
Deco buildings. In Miami Beach, "signature" in the 
National Register gives owners incentives to maintain 
and preserve property through tax advantages, but it 
does not always protect historic buildings from greedy 
speculators and developers who want to tear them 
down and erect high-rise condos for quick profit. The 
New Yorker on Collins Avenue was wrecked even 


The "Moon over Miami" look: 
after the area was declared historic, despite vehe- sultry movie goddess—pinup 
ment protests from concerned citizenry. girl Betty Grable in the 1940s 
wearing tropical-print rayon 
shirt-blouse typical of what 
is avidly collected and repro- 
duced today. 
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Florida Deco 


Authentic period "Florida Deco" or "Tropical Deco" 
artifacts exist in the form of popular souvenir mer- 
chandise from the 1930s, ‘40s, and '50s—the sun-and- 
fun heyday of the Art Deco district. Ubiquitous fla- 
mingo crockery and glass statuary, alligator ashtrays, 
seashell lamps, vintage tropical-bird jewelry featuring 
cranes, flamingos, pelicans or gulls are also collecti- 
ble, as is the occasional rare-find Hawaiian-style 
rayon or silk shirt or scarf with Miami Beach images 
on them or a man’s silk tle with a jumping swordfish 
or a diving girl in a swimsuit and "Miami, Florida" 
inscribed just under the image. The Royal Haeger 
Pottery Company utilized panthers, leopards, tigers, 
cranes, and birds on its vases and TV mood lamps. 


Decorative glazed-ceramic 
knickknack featuring a pair 
of Deco fish, height 8 in., 
1930s. 


Tropical leat vat-dyed drapery 
and upholstery fabric, 1940s. 


Hand-painted water pitcher 
featuring a stylized fish, mod- 
ern Streamlines, and bubbles, 
made in Japan, ca. 1930. 


Carved ivory-colored Catalin 
flamingo dress pin. 


Large-leaf Brazilian-style floral fabrics are another 
aspect of Florida Deco, and many of these designs 
incorporate panthers, parrots, cockatoos, and cranes 
into their overall patterns. This type of popular Art 
Deco-mode "Pink Flamingo" type merchandise is still 
being produced and sentimentally evokes the nostal- 
gic imagery of sun-splashed Florida. 
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Echo Deco would seem like a valid term to cover 

the wide range of "new" Art Deco objects produced 
during the late 1960s, ‘70s, '80s, and ‘90s revivals as 
well as the reproductions copied from original 1920s 
and '30s period pieces. This would also include "new" 
Deco architecture, furniture, and interior design ele- 
ments such as wallpaper, rugs, and Deco prints. 

The art direction in films like the innovative Pennies 
from Heaven (1981) and Woody Allen's Radio Days 
(1987), as well as the costume and set design in 
Broadway musicals such as David Merrick's Forty- 
Second Street or Oh, Kay have contributed to the retro 
trend for the new-old by recreating the minute details 
of the Deco era. Record albums from these and other 
stylized nostalgia films and musicals, as well as the 
rereleased, vintage singer-band recordings from the 
1920s, '30s, and ‘40s on 33% or compact discs, 
re-oressed from original 78s, are in themselves col- 
lected by a growing number of enthusiasts of the 
Deco period. Large "nostalgia" bins at most record 


stores exist to satisfy the continuing yesteryear demand. 
sarsaparilla, a gift-novelty firm run by entrepreneur 
Les Sackin, reproduces Art Deco mood lamps, book- 
ends, and decorative statuary copied directly from the 
original Frankart, Inc., figurines. These pieces fit easily 
into the new black, gray, and white high-tech Deco mode 
in home decor, and they are distinguishable from the 
original Frankarts by their use of a thicker, shinier 
enamel. Although they are almost identical in form, 
they are not stamped "Frankart," are not dated, and 
do not show the fine attention to detail displayed by 
the Arthur von Frankenburg novelty nude-nymphet 
forms of the 1920s and '30s. Sarsaparilla also manu- 
factures a replica of an airplane lamp in the Industrial 
Moderne style in chrome and frosted glass that is 
difficult to tell from the original item. Ubiquitous 
novelty pink-flamingo ceramic statuary, vases, salt and 
pepper shakers, ashtrays, lamps, teapots, creamer- 
sugar sets, and other objects are reproduced in the 
thousands by Sarsaparilla and other companies. 


Animated martini glass neon 
sign invites customers in for 
a bibulous time in an Art 
Deco setting at the Zig Zag 
Bar and Grill, 206 West 23rd 
Street, near the Chelsea 
Hotel, New York City. Janusz 
Gottwald is the architect, 
and Kenneth Kneitel the 
graphic designer for this 
fashionable new watering 
hole. 
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Following the John Water's movie Pink Flamingoes 
(1973), pink trash/camp bird figurines somehow mys- 
teriously found their way into the world of new Deco 
collectibles. Today new plastic bubble gum- pink 
flamingos produced to stick into the ground add a 
touch of avant-garde banality to the front lawn in the 
1940s and '50s manner. 

Deco-style painted-on-reverse glass stand-up frames, 
usually in two contrasting colors, are also being 
produced again for the Deco-boutique market; most 
have pictures of Golden Age movie stars like Garbo, 
Harlow, Lombard, Errol Flynn, or Clark Gable inserted 
in them for display purposes, just as they did when 
sold at dime stores in the Depression. 

Fiesta-ware and Harlequin crockery, as well as 
transparent, colored Depression dishware, have also 
been reproduced for mass-marketing in department 
stores, gift shops, and the dime store. The Homer- 
Laughlin Company introduced "new" Fiesta colors in 
the 1980s, but they were the decorator-favored colors 
of white, pink, and black so as not to compete with 
the original 1930s and 40s Fiesta orange-red, deep 
blue, green, yellow, and ivory that collectors of the 
vintage sets admire. The new Fiesta set of cups, 
saucers, plates, vases, and other dinnerware pieces is 
heavier than the original, and the glaze is thicker. The 
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Hall China Company has also reproduced their line of 
fanciful Moderne teapots, water jugs, and vases, and 
again they are easily distinguishable from the origi- 
nals and usually make use of different color glazes. 

The reprinting of original posters and reinterpreta- 
tions of Deco graphics for posters and greeting cards 
by today's artisans have produced a profusion in the 
boutique marketplace. One can easily purchase a 
repro of a "Normandie" travel poster or an Erté Vogue 
cover or a Maxfield Parrish "blue" scene, but usually 
the age of the paper, the state-of-the-art printing 
processes, the missing printer's markings, and the 
low cost make no pretense at presenting one of these 
as an original run. 

Likewise new plastic jewelry, bracelets, dress pins, 
and earrings are sometimes to be found at flea 
markets, garage sales, antique shows, and in shops 
mistakenly masquerading as “Catalin” or “Bakelite.” 
However, these newer jewelry pieces are usually of 


Painted plastic Chiparus-style 
Christmas tree ornaments sold 
at better department stores 
during the 1980s Christmas 
seasons. 


Deco tablet tin from the early 
1970s. 


lighter weight; older industrial plastics that are now == : " 
highly sought after as Deco artifacts show inevitable ae 
age discoloration and are sometimes even marked 4 id y A ls y Cy 
“Catalin” or ‘Celluloid.’ Reputable antique-jewelry -— im aiti. 

! ee. 
dealers usually will explain the differences to a pro- ORC © f 


spective uninitiated buyer and will not handle repro- _ Directed by fuor Raymonde . 
duced plastic. Original Catalin jewelry parts are also HELLO ACAI... ACAI 


reassembled by enterprising jewelry merchants to fill 
the ever-increasing demand. Much of the new "Echo 
Deco" assembly-line mass-produced boutique merchan- 
dise falls into the category of "the instant collecti- 
ble," which some buyers hope will appreciate in 
value; for the most part, however, appreciation is far 
below that of the original vintage artifacts. This does 
not mean that it is not fun to collect and use the new 


Album cover featuring a Deco 
room setting for the reissue 
of hits from the Geraldo Or- 
chestra, the popular 1930s 
English dance band. 


Laminated paper shopping bag 
from the Smithsonian Institu- 
tion's "Hollywood—Legend 
and Reality” exhibition, with 
lithographed poster art by 
Doug Johnson, 1986. 
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Newly refurbished Art Deco 
chandeliers illuminate the 
main Sales floor of the flagship 
Macy's department store on 
34th Street in New York. Cre- 
ated for Macy's by Rambusch 
Co., New York. 
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"instants" for practical purposes, for decor, or as 
wearables. For instance, Stewart Richer's line of 
retro-clothing, sold nationwide in boutiques and de- 
partment stores and at his signature store on Fifth 
Avenue at 14th Street in Manhattan, includes Hawai- 
ian Deco-patterned rayon shirts, bathrobes, skirts, and 
bathing trunks copied from original 1930s and ‘40s 
designs. These well-made garments feature palm 
trees, tropical leafage, leaping fish, pineapples, hula 
girls, Hawaiian kings, tropical hibiscus flowers, cow- 
boys, and other "original-style" patterns in bold, 
brilliant colors with authentic coconut-shell buttons 
added for the sake of "authenticity" 

In the burgeoning field of interior and exterior 
restoration, where we see smart diners being re- 
turned to their original stainless steel, chrome, neon, 
glass-brick, and leatherette design details, new busi- 
ness enterprises have surfaced to accommodate the 
growing needs of authentic restoration. Rudi Stern, 

a forerunner of the new breed of neon craftsmen- 
entrepreneurs, manufactures fanciful and imaginative 
interpretations of sculptural neon, as well as artful 
reproductions of original neon artifacts, including 
octagonal neon clocks and signs with nude girls 
perched on the edge of cocktail glasses. From his 
Manhattan headquarters, Let There Be Neon, Stern 
also creates new neon for industrial and commercial 
projects and maintains and restores neon signage still 
extant from New York's neon heyday. 

Bloomingdale's and Macy's department stores in 
New York City have both renovated their main floors 
in Deco-style decor. Bloomingdale's, decked out in 
flashy black glass, chrome, and gold brass, has cre- 
ated a new, well-lit Deco environment in which to sell 
its perfume and cosmetics products. Macy's had five 
great Deco chandeliers designed and executed by the 
New York City firm of Rambusch, which specializes in 
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authentic restoration for theaters, stores, and churches. 
Paul Goldberger, the architecture critic, gave a saluta- 
tion to the splendid Macy's restoration in the New 
York Times (December 1, 1983): "It is expansive and 
gracious, with precisely the right combination of ele- 
gance and bustle that should characterize a great 
selling floor—an intelligent and knowing essay on the 
Art Deco theme.” 


Art Deco wall sconce designed 
in the 1930s by Rambusch 
Co., reissued for the 1990s. 
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The Waldorf-Astoria hotel has tastefully restored 
its Park Avenue Art Deco entranceway, including un- 
covering an array of original hand-painted Deco mu- 
rals. Circling the mosaic-tiled floor of the foyer there 
is a balcony cocktail, coffee, and tea service lounge, 
and the Grand Ballroom has also been splendidly 
redone according to the hotel’s original Art Deco 
style. The Rainbow Room on top of Rockefeller Center 
is now also a glitteringly restored Deco nightclub in 
keeping with the theme of the center itself. 

Clearly, with all the many reproductions, reinterpre- 
tations, and restorations of this classic modern style 
happening everywhere, Deco is here to stay. This does 
not mean that all attempts at recreating an Art Deco 
environment or atmosphere are always authentic or 
gracious. Too often the wrong garish colors or overly 
bold design interpretations, such as those used in 
new hotel and motel lobbies or gambling casinos, are 
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a harsh, makeshift jumble that is far removed from the 
classic, more subtle simplicity, and original intentions 
of Art Deco. While startling bright colors like those 
used in terra-cotta and mosaic tiles, terrazzo floors, 
and WPA murals were often used originally, they were 
never meant to be psychedelic, loud, or cheap. 

Nevertheless, there are to be found some splendid 
examples of "Echo Deco." 

The Deco Parade marches on! 


Nineteen eighty- seven 
poster for the Zigzag Club, 
206 W 23rd Street, New York, 
Kenneth Kneitel design/ 
Doug Taylor illustration. 


Souvenir booklet issued in 
the 1980s heralding the Art 
Deco restoration of the 
Waldorf Cocktail Terrace. 


Zephyr Club Chair in leather 
and polished chrome, newly 
manufactured by the Jazz Art 
Deco Revival Interiors, Los 
Angeles and New York. This 
type of streamlined club chair 
was originally produced in 
the 1930s by Royalchrome of 
Chicago, Illinois. 


Echo Deca 2] 9 — 


pel | 


p 
A maiaa Arzt Deco Societies 


Art Deco Society of Baltimore 
7123 Pheasant Cross Drive 
Baltimore, Maryland 21209 


Art Deco Society of Boston 
1 Murdock Terrace 
Brighton, Massachusetts 02135 


Art Deco Society of California 
100 Bush Street, Suite 511 
San Francisco, California 94104 


Art Deco Events 
130 Fredericks Street, Suite 303 
San Francisco, California 94117 


Chicago Art Deco Society 
5801 North Lincoln 
Chicago, Illinois 60659 


Art Deco Society of New York 
385 Fifth Avenue, Suite 501 
New York, New York 10016 


Art Deco Society of the Palm Beaches 
820 Lavers Circle, Suite G203 
Del Ray Beach, Florida 23444 


Art Deco Society of San Diego 
PO. Box 33762 
San Diego, California 92103 
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Art Deco Society of Washington 
PO. Box 11090 
Washington, D.C. 20008 


Detroit Area Art Deco Society 
PO. Box 458 
Royal Oak, MI 48068-0458 


Sacramento Art Deco Society 
PO. Box 162836 
Sacramento, CA 95816 


z 
[Preserva tion Groups 


The Museum Center 
Cincinnati Historical Society 
Cincinnati Union Terminal 
Cincinnati, Ohio 45203 


Friends of Fair Park 
PO. Box 26249 
Dallas, Texas 75226 


Miami Design Preservation League (MDPL) 
PO. Bin L 
Miami Beach, Florida 33119 


Petaluma Museum Association 
40 4th Street 
Petaluma, California 94952 


Tulsa County Historical Society 
2501 West Newton Avenue 
PO. Box 27303 

Tulsa, Oklahoma 74149-0303 
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Queens Museum New York World's Fair 
Association 

New York City Building 

Flushing Meadow- Corona Park 

Flushing Meadow, New York 11368 


Expo Collectors and Historians Organization (ECHO) 
1436 Killarney Avenue 


Los Angeles, California 90065 


World's Fair Collecting Society (WFCS) 
PO. Box 20806 
Sarasota, Florida 34238-3806 
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Art Deco Trust, Inc. 
PO. Box 248 
Napier, New Zealand 


Art Deco Society of New South Wales 
PO. Box 753 

Willoughby, New South Wales 2068 
Australia 


Art Deco Society of Western Australia 
182 Broome Street 
Cottesloe 6011, Western Australia 


The Thirties Society 
58 Crescent Lane 
London, SWA, England 
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Aalto, Alvar, 208 

Abbe, Dennis, poster design, 44 

advertising, 28, 126, 130, 133, 140, 141, 
142 

African tribal influences, 21 

Airflow (automobile), 9, 107, 148, 753 

Air King radios, 115 

airplanes, 151-53, 154, 157 

airships (dirigibles), 147, 148, 181 

Airstream (automobile), 148, 153 

Aladdinite jewelry, 117 

"Aladdin's Lamp" teapots, 89, 171 

All About Amos 'n' Andy and Their Creators 
Correll and Gosden (book; Correll and 
Gosden), 104, 105 

Altman (magazine), 46 

American Architect and Architecture (mag- 
azine), DuBose cover, 790 

“American Art Deco” (exhibition; National 
Museum of American Art, Renwick Gal- 
lery, 1987), 13, 48, 48 

“American Art Deco Architecture” (exhibi- 
tion; Finch College Museum of Art, 
1974-75), 39 

“American Beauty” iron, 87 

American Ceramic Company, 88 

American Design (book), 25 

American Designers Gallery, displays (1928, 
1929), 56 

American Indian influences, 79, 21, 38, 
164, 179, 199 

"American Modern" dinnerware, 83, 83 

American Radiator Building (New York], 
184, 195 

"Amos 'n' Andy" (radio program), 704, 105, 
105 

Applegate, Judith, 37 

"Architect and the Industrial Arts, The" 
(exhibition; Metropolitan Museum of 
Art, 1929], 56 

architecture: Automat restaurants, 785, 
185-88, 186, 187, 188, 196; Century of 
Progress Exposition, 162, 162, 203; 


Depression-modern home, 52; exhibitions, 
39-40, 56; facades, 789, 189-91, 190, 
191, 192, 193; Golden Gate International 
Exposition, 164; Miami Beach Deco, 
203-10, 204, 205, 206, 207; New York 


World's Fair (1939-40), 169, 170, 170-73, 


172, 203; restorations, 216, 217; terra- 
cotta, 193, 194, 194-96, 195, 196, 197, 
198; Tulsa Deco, 197, 197-99, 198. See 
also skyscrapers 

Architecture (magazine), 54 

Armstrong, Rolf: Davies portrait, 128; face- 
powder box, 127 

Art Deco (book; Hillier), 35 

Art Deco: development in America, 23-29; 
early motifs, 21, 23; end of, 29; first 
book on, 35; and modernist styles, 11; 
origin of, 15; popular, 9; retrospective 
exhibitions, 13, 31, 37—40, 45, 46; reviv- 
als, 29, 31-51, 213-18; scope of, 9, 29; 
societies, 11, 42-45, 167, 183. See also 
French Art Deco 

"Art Deco" (exhibition; Finch College Mu- 
seum of Art, 1970), 37, 37 

"Art Deco" (exhibition; Minneapolis Insti- 
tute of Arts, 1971), 37-38 

"Art Deco" (exhibition; Museum of the 
State Historical Society of Wisconsin, 
1973], 38, 38 

"Art Deco's Back and New York's Got It" 
(essay; Hollander), 40 

Art Deco Society of California, 167 

Art Deco Society of New York, 11, 44, 
45-46, 183 

Art Deco Weekend: New York (1983-85), 
45-46; San Francisco (1986), 50 

“Art in Trade Exposition" (R. H. Macy & Co., 
1928), 53 

Art Moderne, 15, 28-29, 35, 53 

Art Nouveau, 21, 48, 59, 92 

Arts and Decoration (magazine), 60, 63, 66, 
83, 141; advertisements, 62, 62, 157 

Arvin radios, 115 

Atwater-Kent, radios, 107 

Auburn (automobile), 148 

Austin Manufacturing Company Building, 
facade, 796 


Automat (restaurants), 29, 123, 185-88, 
185, 186, 187, 188, 196 

automobiles, 29, 146, 147-49, 152, 153, 
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"Avalonware," 87 

Aztec influences, 21, 164, 179 


Baekeland, Leo Hendrick, 114 

Bakelite, 76, 80, 81, 113, 114, 114, 115, 
116; jewelry, 48, 117, 214; Jumbo pen, 
25; lipstick tube, 128; radios, 104, 110, 
114; restaurant decor, 797 


Bauhaus influence, 17—21, 48, 83, 168, 170, 
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Bel Geddes, Norman, 27, 62, 78, 115, 153, 
157, 172-73 

Belmont Radio Corporation, 115 

Bendix radios, 115 

Berkeley, Busby, 32, 36, 37, 41, 45, 94, 121, 
125, 129 

Binder, Joseph, 141 

Bissell carpet sweeper, 177 


Bloomingdale's (department stores), 40, 66, 


PA 

“Bluebird” radio, 770 

Bogdanovich, Peter, 39 

Bokar tins, 50 

Bonnie and Clyde (film), 31, 32, 32 

borzoi motif, 97, 97 

Boston terrier motif, 97, 97—101, 99, 100 

bracelets, 118, 179 

Brandt, Edgar, 35, 53 

Breer, Carl, 148 

bridge tally card, 141; pad, 142 

Brooklyn Museum exhibition, 13, 46—48 

buckles, 117, 118 

Buehrig, Gordon, 148 

Buildings of the Exhibition, The (booklet; 
Booth), 762 

Burlington "Zephyr" (train), 150, 757, 156 


Caliente pottery, 86, 88 

California Pacific Exposition (San Diego, 
1935), 164 

"California Rainbow" pottery, 88 

Camay soap, 131 


Campbell's Soup, 34, 133 

Capitman, Barbara Baer, 203, 204 

Cardozo Hotel (Miami Beach), 208, 209 

Carrera glass, 189, 190 

Carter's Kongo Black ink, 25 

Cassandre, A. Mouron, 141; Harper's Bazaar 
(magazine) cover, 132 

Catalin, 64, 84, 113, 114, 115; buckles, 
117, 118; dice box and table lighter, 
112; jewelry, 33, 35, 42, 48, 99, 114, 
118, 118-19, 119, 211, 214-15; radios, 
35, 102, 107, 109, 113, 114; table items, 
83, 87, 101 

Catalina Clay Products, 87 

Celluloid, 113, 114, 117, 118, 215; powder 
compact, 730 

cellulose acetate plastics, 114 

Centennial Exposition (Phitadelphia, 1876), 
159 

Century of Progress Exposition (Chicago, 
1933-34), 12, 70, 134-35, 136, 150, 
158, 161, 161-62, 162, 163, 177; archi- 
tecture, 53, 161, 162, 162, 201, 203; 
home furnishings, 70 

Chanin Building (New York), 40, 184, 195 

Charlie McCarthy Majestic radio, 705 

Chase, Stuart, 25, 137 

Chase Bank Building exhibition (1928), 56 

Chase Brass and Copper Company, 48, 64, 
65, 67, 83 

Chicago world’s fairs. See Century of Prog- 
ress Exhibition (1933-34); World's Co- 
lumbian Exposition (1892—93) 

Chinatown (film), 32, 40 

Chiparus, D., 34, 35, 91, 274 

chrome/chromium items: bar accessories, 
64, 66, 67; cigarette case, 17; clock, 27; 
furniture, 26, 33, 35, 55, 60, 61, 65—68, 
65, 68, 69, 83, 148; kitchen accessories, 
80, 81; powder compact, 730; radio, 
110; sled, 157; wall plaque, 92 

Chrometube end table, 69 

Chryselephantine statuary, 35 

Chrysler, Walter, 31, 45 

Chrysler Airflow (automobile), 9, 107, 148, 
153 
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Chrysler Building (New York), 30, 37, 40, 
45, 181, 182 


cigarette accessories: boxes, 92, 95; cases, 


11,162 

cigarette packaging, 11, 87, 89, 141 

Cleveland world's fair. See Great Lakes 
Exposition (Cleveland, 1936) 

Cliff, Clarice, 42 

clocks, 17, 20, 26, 27 

clothing, 15, 123; men's, 122, 123, 209; 
retro-, 217; Tropical Deco, 210; wom- 
en's, 123, 201, 202 

Cloud Club (nightclub; New York), 45 

cocktail accessories: serving trays, 64, 76; 
shakers, 65, 67 

Coconut Grove (nightclub; Hollywood), 122, 
134 

coffee percolators, 73, 81 

coffeepots, 80, 87 

Coldspot refrigerator, 79, 79, 170 

“Consumer's Choice: The American Home, 
1890-1940" (exhibition; Delaware Art 
Museum, 1981), 45, 57, 73 

Contempo (book; Vassos and Vassos), 25, 
135 

Contemporary Arts Building, New York 
World's Fair (1939-40), 169 

Corsair Hotel (Miami Beach), 207 

cosmetics packaging, 126—33, 127, 128, 
(1590). SM, WS, TS 

Cotton Club (nightclub; Harlem), 123, 134 

Crosley (automobile), 146, 155, 177 

Crosley Building, New York World's Fair 
(1939-40), 155 

Crosley radios, 104, 115, 155 

Cyart Manufacturing Company, radios, 709, 
115 


Daily News Building (New York), 184 

Dance (magazine), Vassos cover, 139 

Dansley Modern Furniture, 63 

"Dawn of a New Day, the New York World's 
Fair 1939-40” (exhibition; Queens Mu- 
seum, 1980), 747 

Deco Mexicana, 84 

Delaware Art Museum, 45, 57, 73 

Delineator (magazine), 141; Rhys cover, 143 

Del Rio, Dolores, 137, 200, 201-2 

"Democracity" theme exhibit, New York 
World's Fair (1939—40), 168-70, 172, 
173 

Depression, the, 9, 12, 13, 27, 29, 59, 84, 
103, 121, 181 

Depression Daze (newspaper), 76 

Depression glass, 50, 75, 75-76, 76, 89, 89 

Depression green, 73, 50, 73, 73, 76, 77, 93 
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Depression kitchens, 73, 73-76, 76 

“Depression Moderne” architecture, 65, 
161, 203 

Depression-ware. See Depression glass 

"Design in America" (essay; Glasgold), 25 

Deskey, Donald, 27, 48, 56, 115, 183; table 
lamp, 22 

Deskey-Vollmer, Inc., table lamp, 22 

DeSoto Airflow (automobile), 107, 148 

DeWald radios, 170, 115 

Diamond Match Company, matchbook, 767 

dime store jewels, 117-19 

diners, 189, 217 

dinnerware, 50, 83, 83, 86, 87, 87-89, 88, 
89, 182, 214. See also Depression glass 

dirigibles, 147, 148, 181 

Djer Kiss Company, 130 

Doehler Metal Furniture Company, 60, 62 

dog motifs, 8, 937—101, 98, 99, 101, 143, 
144 

"Dolores Del Rio Goes Moderne" (article; 
Wilson), 200, 201—2 

dress pins, 99, 101, 118, 119, 211 

Dreyfuss, Henry, 48, 62, 153; aircraft inte- 
rior, 157; "Democracity," 168-70, 172, 
173 

Dunand, Jean, 35, 37, 53 

Dunaway, Faye, 31, 32, 32, 40 

Dymaxion cars, 136, 148 

Dymaxion House, 147 


Echo Deco, 95, 213-18 

Egyptian influences, 21, 92, 149, 179, 185 

Eiffel Tower (Paris), 168, 182. 

electrical appliances, 78, 80, 81, 82, 155, 
159-60. See also radios; refrigerators 

Electrical Building, Century of Progress Ex- 
position (1933-34), 162, 162 

Electrical Products Building, New York 
World's Fair (1939-40), 769 

“Electroliner’’ (train), 151 

Electrolux vacuum cleaner, 48 

El Patio pottery, 88 

Emerson radios, 106, 109, 115 

Empire State Building (New York), 181—82, 
181, 182; Fountain and Tea Room menu, 
183 

Erté, 140, 214 

Esquire (magazine), 121, 141 

Evans Manufacturing Company, cigarette 
case, 11 

Exposition Internationale des Arts Décoratifs 
et Industriels Modernes (Paris, 1925), 
15, A, 279, Sil, AS, Se, We, We, Wet, 
195, 197, 201-2; souvenir plate, 20 

Exposition Universelle (Paris, 1889), 168 


fabric designs, 26, 57, 71, 176, 211 

facades, 189, 189-91, 190, 191, 192, 193, 
205, 205-6 

face-powder boxes, 127, 130; tins, 128 

Fada Radio & Electric Co., Inc., radios, 102, 
107, 115 

Fala (dog), 98, 101 

Fantasia (film), 32—33; commemorative flower 
vase, 35 

Federal Building, New York World's Fair 
(1939—40), 170 

Ferris, Hugh, 198 

"Fibber McGee and Molly" (radio program], 
105 

Fiesta-ware, 50, 87, 88, 88—89, 89, 214 

films, 31—33, 36, 39, 40, 41, 42, 94, 121—22, 
i23. Zs 

Finch College Museum of Art, exhibitions, 
ot, S7, ol) 

Firestone Factory and Exhibition Building, 
New York World's Fair (1939—40), 769 

Fitzgerald Manufacturing Co., toaster, 82 

"Flame" statuette, 92 

flamingo table coaster, 205 

Florida Deco artifacts, 211, 217 

flower vases, 76, 35, 60, 92 

Follies (musical), 36-37 

"Fontaines, Les," souvenir plate, 20 

Footlight Parade (film), 36, 94; sheet music, 
125 

Formica, 61, 62, 65, 68, 114, 189, 797 

Fortune (magazine), 114, 115, 129, 134, 
136-37, 141, 203; advertisements, 74, 
108, 116, 149, 152, 153, 173, 203 

Fouilhoux, J. André, 168, 183 

Francis, Kay, 129 

Franciscan-ware, 88 

Frankart, Inc., designs, 34, 35, 92, 92-96, 
93, 94, 95, 101, 213 

Frankenberg, Arthur von, 92, 94, 213 

Frankl, Paul, 27, 48, 62, 179 

Fraunfeiter China, 73 

French Art Deco, 9, 13, 77, 20, 21, 23, 26, 
28, 35, 36, 37, 44, 53, 90, 91 

Fuller, Buckminster, 147—48 

Fuller Brush Company, giveaways, 114 

furniture, 53, 55, 58, 62, 62-63, 63, 105, 
179. See also chairs; interiors; tables 

"Futurama" exhibit, New York World's Fair 
(1939—40), 29, 172-73 

Futurism, 21 

F W Woolworth & Co. (dime stores), 774, 
196; kitchen ware, 50, 75, 87, 87, 88; 
powder compact, 730; vase, 60 


Galalith jewelry, 117 

Garod radios, 115 

Geiger, Jeffrey, 86 

General Baking Co., premium booklet, 752 

General Electric Building (New York}, 183 

General Electric Co.: radio, 770; refrigera- 
tor, 74 

General Foods Corp., Jell-o booklet, 49 

General Motors Corp.: booklet, 149; world's 
fair exhibits, 161-62, 172-73 

Genesee Pure Food Co., Jell-o booklet, 738 

German modern movement, 15—21, 23; vase, 
18. See also Bauhaus influence 

Gershwin, George, 35, 45, 170, 171 

Gladding McBean & Co., 88 

glass brick, 52, 67, 66, 175, 190, 197, 192 

Glass Center booklet, New York World's 
Fair (1939-40), 775 

glass dinnerware. See Depression glass 

“glider iron, 80 

Goetz, Tim, 86 

Goff, Bruce, 198 

Goldberger, Paul, 11, 217 

Gold Diggers of 1933 (film), 32, 94; sheet 
music, 725; violin prop, 720 

"Gold Diggers’ Song—We're in the Money,” 
3 Be 

Golden Gate Bridge, 766, 167 

Golden Gate International Exposition (San 
Francisco, 1939), 125, 150, 164, 164-67, 
165, 166, 177 

Good Housekeeping (magazine), 51, 140, 
141 

Gordon, Laurie, 50—51 

Gotham Life (magazine), 124 

Gottwald, Janusz, 213 

Graf Zeppelin LZ 126 (airship), 147 

Graham (automobile), 149 

"Grand Central Station" (radio program], 
125 

graphic design, 126, 134-42, 143, 179, 214. 
See also greeting cards; matchbook 
covers; packaging design; playing cards; 
postcards; posters; record albums; sheet 
music 

Great Lakes Exposition (Cleveland, 1936), 
164, 165 

greeting cards, 99, 143, 144, 145, 156, 214 

Greystone Hotel (Miami Beach), 207 

Guild, Lurelle, cocktail shaker, 65 

Guillére, René, 17 


hair: products, 131; styles, 127-29, 131 
Hall China Company, 39, 214 
"Harlequin" crockery, 87, 88, 214 
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Harlib, Leslie, 49 

Harlot's House, The (book; Wilde), 136 

Harlow, Jean, 31, 36, 42, 129, 186, 214 

Harper's Bazaar (magazine), 141; Cassandre 
cover, 132 

"Harvest" bookplate (Ward), 135 

Hawailan influences, 167, 217 

Hawkes, Elizabeth, 45 

Hazel Atlas Company, 76 

Heinz Dome, New York World's Fair 
(1939-40), 173; "Red-Ripe" Tomato Man, 
173-75, 174. See also H. J. Heinz Company 

Heisey Company, 76 

Heitke, Olga, wall decorations, 84 

Held, John, Jr, 95, 140; bridge tally card, 
141 

Herbshire Apartment Building (Miami Beach), 
206 

Herman Miller Clock Co., 27 

Herman Nelson Invisible Radiators, 54 

“High Style: 20th Century American De- 
sign" (exhibition; Whitney Museum, 
1985), 46 

Hillier, Bevis, 31, 35, 37 

Hindenburg (airship), 147, 148 

H. J. Heinz Company, 51, 173-75, 174. See 
also Heinz Dome, New York World's Fair 
(1939-40) 

Hollywood, 38, 122, 126, 129, 201-2 

“Hollywood—Legend and Reality" (exhibi- 
tion; Smithsonian Institution, 1986), shop- 
ping bag, 275 

Hollywood (magazine), 200, 201-2 

home bars, furnishings and accessories, 
62-64, 65, 66, 67, 112 

Home Building Center, New York World's 
Fair (1939-40), 81 

Homecraft Studios, advertisement, 62 

home-decorating magazines, 60, 63 

Home Furnishing Arts (magazine), 55, 67; 
advertisements, 55, 70 

Home Furnishings (magazine), 60 

"Home in the Sky" matchbook, 56 

Homer-Laughlin China Company: Fiesta-ware, 
87, 88, 88-89, 89, 214; "Harlequin" line, 
87, 88, 214; "Tango" line, 88 

Hood, Raymond, 56, 162, 184, 195 

“Hoot Mon" playing cards, 98 

Horn and Hardart Company, 185-86; Auto- 
mat restaurants, 29, 123, 785, 185-88, 
186, 187, 188, 196; coffee tin, 785; 
souvenir matchbook, 87 

Horowitz, Leonard, 203, 205 

“Hostess-ware, 88 

Hotel New Yorker (New York), 184 


hotels: Miami Beach, 33, 204—5, 206—10, 
207, 208; New York, 45, 123, 183, 184, 
218, 218; orchestras, 39, 122; West 
Falls, N.Y., 98 

Hotel Universe (musical), 124 

Hotel West Falls (West Falls, N.Y.), 98 

House and Garden (magazine), 60, 141 

House Beautiful (magazine), 60, 63, 141; 
advertisement, 80 

House of Detention for Women (New York], 
bronze sign from, 48 

Howell Chromsteel Furniture, 70 

Hudson (automobile), 29, 40, 149 

Humanities (book; Vassos and Vassos), 25, 
ies 

Hupmobile (automobile), 148 

Hyatt, John Wesley, 113 


Icart, Louis, 42, 97, 140 

Ile de France (ship), 153 

industrial designers, 11-12, 27, 28, 48, 56, 
64, 83, 107, 113, 115, 172 

Industrial Moderne, 29, 213 

Ingersall Mickey Mouse watch, 177 

Insurok, 114; radio, 775 

interiors, 54, 55, 57, 70, 200; club lounge, 
47; home bars, 65, 66, 67; kitchens, 73, 
79, 80, 81; living rooms, 58, 175; restau- 
rants, 67, 123, 187, 188, 197; sun room, 
55; transportation lounges, 748, 151, 
156, 157 

International Art Deco Exhibition (San Fran- 
cisco, 1974), 41 

International Casino (nightclub; New York), 
186 

International Exhibition (England, 1862), 113 

“International Exposition of Modern Deco- 
rative and Industrial Art" (exhibition; 
Metropolitan Museum of Art, 1926), 53 

International Silver Company, 65 ` 

irons, 80, 81 

Ivory Soap, 131 


J. A. Bauer Pottery Company, 87, 88; teapot, 
89 

Jadite green ware, 75; mixing bowls, 77 

Jazz Art Deco Revival Interiors, 279 

Jazz Deco, cocktail serving trays, 64 

Jazz Moderne, 15, 29 

Jell-o, 50; recipe booklets, 49, 137, 138 

jewelry, 99, 107, 117-19, 118, 119, 211, 
214-15. See also Bakelite: jewelry; 
Catalin: jewelry 

Johnson, Doug, paper shopping bag, 215 

Johnson, Philip, 59 

Jones, Richard Lloyd, house, 198 


Jones Beach, New York, 206 
Joseph Aronson, Inc., 60 

Joslyn Art Museum (Omaha), 48 
Judge (magazine), 24, 141 
jukeboxes, 67, 115 

"Jungle Savage" lipstick, 130 


Kahn, Albert, 162 

Kahn, Ely-Jacque, 56 

Karess powder compact, 730 

Kate Smith Memories Song Book, 104 

"Kate Smith Show, The" (radio program), 
105 

Keck, George Frederick, 115, 162, 201 

"Keep Your Sunny Side Up!” (song), 9, 34, 
123 

Ken (magazine), 141 

Kent, Rockwell, 135; Christmas seal de- 
sign, 743; "Our America" dinner plate, 
182; Wings (magazine) cover, 134 

K4-S streamlined locomotive, 150, 173, 174 

Kimo Theater (Albuquerque), 199 

King Cole Room, St. Regis Hotel (New 
York), 137 

King Press, Inc., playing cards, 735 

Kitchen Kraft pottery, 89, 89 

kitchens: Depression style, 73, 73-76, 76; 
electrical appliances, 62, 78, 80, 87, 82, 
155, 159-60; furniture, 62, 83, 777; 
linoleum, 78, 79, 82, 83; streamlined, 
78-83, 79, 80, 81. See also refrigerators 

Kneitel, Kenneth, Zig Zag Bar and Grill 
designs, 272, 218 

Kochs Chrometal, for beauty shops, 62 

Kresge Department Store (Newark), souve- 
nir matchbook, 56 

Kuhler, Otto, 150 


Ladies Home Journal (magazine), 137, 140, 
141, 

Lady Clairol, 129 

Lady Esther cosmetics, 130 

Lalique glassware, 35, 42 

Lamb, Thomas, 195 

"La Mirada" pottery, 88 

lamps, 22, 71. See also mood lamps (shadow 
lamps) 

L & C Mayers Merchandise Catalogue, 96 

Land Cruise travel booklet, 85 

Lander Perfumer talcum powder tin, 732 

Landers, Frary and Clark, advertisement, 80 

Larkin Merchandise Club, 75 

Larson, Kay, 46 

LaSalle (automobile), 148 

Lasky Company, Inc., calendar, 145 

Leleu, Jules, 153 


Enfant, Charles, 168 

Lepape, George, 140 

Leslie Hotel (Miami Beach), 207 

"Let's Have Another Cup of Coffee, Let's 
Have Another Piece of Pie" (song), 38, 
123, 188 

letter openers, 114 

Le Verrier, Max, 91; bookends, 77; mood 
lamps, 74, 90, 91 

Liberty Bell, 159, 160 

Lichtenstein, Roy, 34; Modern Painting Trip- 
tych Il, 35; Modern Painting with Bolt, 
10 

Limousin, mantel clocks, 20, 26 

Lincoln (automobile), 29; Continental, 
148-49; Zephyr, 148, 165 

linoleum designs, 55, 78, 79, 82, 83 

liquor, hiding places for, 70-72, 72. See 
also home bars, furnishings and acces- 
sories; Prohibition 

lithography, 136, 141; baggage sticker, 184; 
candy tin, 780; coaster, 205; coffee tin, 
75; face-powder tins, 128; gift boxes, 
144, 145; handkerchief box, 738; match- 
book cover, 136; Mobil trademark, 755; 
paper bag, 777; wood-grain radio, 109 

Little Orphan Annie, 12-13, 39; Ovaltine 
premiums, 13, 51, 106, 114, 150 

Loewy, Raymond, 27, 48, 62, 115, 148, 153, 
170; Coldspot refrigerator, 79, 79; Lucky 
Strike packaging, 89, 747; Streamliner 
trains, 149, 150, 173, 174 

Log Cabin Syrup, 50, 83, 133 

Lord, Phillip H., 175 

Lorenzl, 35; statuette, 36 

Louisiana Centennial Exposition (St. Louis, 
1905), 159 

Lounge Cafe, Waldorf-Astoria Hotel, 723 

Love, Michael, 46 

Lucite, 38, 42, 115, 118; dress pins, 779; 
handle, 87; letter openers, 774 

Lucky Strike cigarettes, 24; green package, 
11, 87, 89, 141 

Luddy, Tom, 41 

Lumalite, 50, 79 

Lumatone Photoprint postcards, 783, 188 

luncheon set, 75 


McCall's (magazine), 141 

McGraw-Hill Building (New York), 45, 183-84, 
195 

McGuire, Philip, Modern Youth (magazine) 
cover, 24 

machine aesthetic, 11, 21, 25, 29, 34 
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"Machine Age in America, 1918-41" (exhi- 
bition; Brooklyn Museum, 1986], 13, 
46—48 

"Machine Art" (exhibition; Museum of Mod- 
ern Art, 1934), 46, 59-60 

Macy's. See R. H. Macy & Co. 

Mad Man's Drum (book; Ward), 135 

magazines, 60, 130, 134, 136-37, 140, 141, 
142. See also specific titles 

"Magic-Maid" Automatic Toaster, 82 

“Magnetune” radio, 755 

Majestic radios, 105, 115 

makeup, 126-27. See a/so cosmetics 
packaging 

“Make Way for Kid Prosperity” (song), 9, 
123-25 

Malloch, J. S., apartment building, 789 

Manhattan Postcard Company, Inc., 779 

Manning Bowman Company, 48, 64 

mantel clocks, 20, 26 

Marblette, 48, 113, 114; radio, 770 

Marchand's Golden Hair Wash, 129 

mass production, 9-11, 21, 60 

matchbook covers, 11, 134-35; Adam Hats, 
29; Arlinghaus Engraving Company, 736; 
cocktail lounges, 124; Crosley radio, 104; 
Dog Bar, 98; Emerson radio, 706; Horn 
and Hardart Automat restaurants, 87, 
186; Kresge "Home in the Sky,” 56; 
New York World's Fair, 773; Rainbow 
Room, 723; Stork Club, 722; Texas Cen- 
tennial exhibition, 767; White Diamond 
restaurants, 790 

Max Factor cosmetics, 126, 130 

Maxwell House, coffee, 175 

Mayan influences, 21, 162, 164, 179, 204 

Maybelline, eye beautifiers, 130 

Mazda-lite, 50, 93 

Men and Machines (book; Chase), 25, 137; 
woodcut, 28 

men's clothing, 33, 122, 123, 209 

menu, Fountain and Tea Room, 783 

Menzies, William Cameron, 41 

Mercury (automobile), 29 

Metlox Poppy Trail Manufacturing Company, 

88 

Metropolis (film), 25, 42 

Metropolitan Museum of Art (New York}, 

exhibitions, 53, 56, 59, 60 

Mexican influences, 84, 88, 89 

Meyer, Hannes, 17 

M-G-M, 29, 101, 130, 159, 173, 201 

Miami Beach Art Deco District, 45, 203-11, 

204, 205, 206, 207 

Miami Beach Art Deco Week, 33 
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Miami Design Preservation League, 203, 

204, 210 

iami Moderne, 203-10 

ickey Mouse, 34, 119; gift wrap, 145; 

watches, 33, 177 

Mies van der Rohe, Ludwig, 17, 25, 48 

Miller, James R., San Francisco Stock Ex- 

change, 47 

Minneapolis, Minnesota, 199 

Minneapolis Institute of Art, exhibition, 

37-38 

innesota Museum of Art (St. Paul), 48 

Miracle of Glass, The (booklet), 175 

“Miy-a-blend” blender, 80 

Mixmasters, 73, 73 

Mobil Gas Company, trademark (Nash), 755 

Moderne Method, The (book), 128 

Modernism, 15-21, 28, 59, 60-62, 142; 
annual shows, 48 

Modern Painting Triptych lI (Lichtenstein), 
35 

Modern Painting with Bolt (Lichtenstein), 
10 

Modern Plastics (magazine), 118 

Modern Priscilla (magazine), 141 

Modern Youth (magazine), McGuire cover, 
24 

Modes and Motors (booklet), 149 

Monel metal, 78, 87, 189, 208 

"Montecito" pottery, 88 

Montgomery Ward Warehouse (Spokane), 
199 

mood lamps (shadow lamps}, 74, 90, 91, 
92-94, 93, 94,96, 176 

Mother's Joy Coffee, 75 

Motor (magazine), 141, 152, 153 

Mozert, A., Etting portrait, 707 

Munich Werkbund, 15-17, 21 

murals, 140, 789, 796 

Murch, W. T., woodcut, 28 

Musée des Arts Décoratifs (Paris), retro- 

spective exhibition (1966), 15, 31 

Museum of Modern Art (New York), exhibi- 

tions, 46, 59-60 

Museum of the State Historical Society of 

Wisconsin, exhibition, 38, 38 
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Narcisse de Paris Parfum, 137 

Narcissus Mirror Company, 42 

Nash, Jim, Mobil Gas Company trademark, 
155] 

Nash (automobile), 29 

National Museum of American Art, exhibi- 
tion, 13, 48, 48 

Navaho influence, 199 

neon lights, 29, 41, 162, 186, 786, 212, 217 


Nessen, Walter von, 27 

Neutra, Richard, 17 

Newark, New Jersey, facades, 794, 196 

New Haven Railroad, souvenir booklet, 774 

New York, Art Deco Society of, 44, 45—46, 
183 

New York (magazine), 40, 46 

New York: The Wonder City (guidebook), 
178 

New York Art Deco Expositions, 40, 47, 
41-42 

New York City, 25, 40, 122, 140, 179, 181—84; 
apartment building, 794. See also 
skyscrapers 

New Yorker (magazine), 141 

New Yorker Hotel (New York), 784 

"New York Is a Deco Spectacle" (essay; 
Seiberling), 40 

New York Style, 15 

New York Times (newspaper), 11, 60, 217 

New York World's Fair (1939-40), 13, 29, 
125, 150, 161, 168-77; architecture, 
169, 170, 170-73, 172, 195, 203, 209; 
kitchen exhibit, 87; music, 170, 771; 
retrospective exhibitions, 41, 747; sou- 
venir items, 176—77: booklets, 172, 174, 
175; fabric, 176; license-plate attach- 
ment, 770; map, 174; matchbooks, 87, 
173, 186; mood lamp, 176; paper bag, 
177; picture frame, 768; plastics fea- 
tured at, 115, 119; postcards, 755, 769; 
"Red-Ripe" Tomato Man, 774; table and 
chairs, 777; teapot, 777; wallet, 177; 
water pitcher, 777 

New York World's Fair (1964-65), 177 

New York World's fair, first (1853), 159 

No, No Nanette (musical), 36, 37 

Normandie (ship), 153, 214 

Norma's "Kissable" lipsticks, 130 

Northwestern Terra Cotta Company, 195 

Northwestern University, yearbook, 136 

"Nostalgia" (essay; Wainwright), 37 

Nu-Art Company, 94 

nude statuettes, 90, 91-96, 92, 93, 94, 95 


Okie (Tulsa) Deco, 797, 197-99, 798, 199 

Old Dutch Cleanser, 133 

Olympic Hotel (Miami Beach}, 207 

"One Man's Family and His Bewildering 
Offspring" (radio program], 105 

"Orange Blossom Special" (train), 203 

Oregon, 199 

Otis Hotel and Villas (Miami Beach], 207 

Ottler, Otto, 141 

“Our America" dinner plate (Kent), 782 

Outdoor Girl makeup, 727, 130 


Ovaltine premiums, 73, 51, 106, 133, 150 
Owens-lllinois Glass Company, 162 


Pabco linoleum flooring, 78 

Pacific Clay Products Company, 88 

Pacific Gas and Electric Company (San Fran- 
cisco}, 165; detail, 793 

packaging design, 24—25; cigarettes, 11, 
87, 89, 147; cosmetics, 126-33, 127, 
128, 130, 131, 132, 133; kitchen prod- 
ucts, 75, 83, 131-33 

Packard (automobile), 121 

Paden City Pottery Company, dinnerware, 
86 

Paidar Company, Chrometube table, 69 

Pancoast, Russel T., 204 

Paraffine Co., Inc., linoleum, 78 

Paris exhibitions. See Exposition Internatio- 
nale des Arts Décoratifs et Industriels 
Modernes (1925); Exposition Universelle 
(1889] 

Paris Museum of Decorative Arts, retrospec- 
tive exhibition (1966), 15, 31 

Parkes, Alexander, 113 

Parrish, Maxfield, 94, 137, 140, 214; Jell-o 
booklet cover, 138 

"Past Perfect" (essay; Harlib), 49 

Paul, Bruno, 53 

Pent House Chocolate Tid Bits candy tin, 
180 

Pep Boys Auto Supplies, catalog, 155 

Perfect Record Company, album, 142 

Petti, Emil, 122 

Pfaltzgraff Pottery Co., vase, 60 

Pflueger, Timothy L., San Francisco Stock 
Exchange, 47 

phenolic resin plastics, 113, 114, 119. See 
also Bakelite; Catalin 

Philadelphia, 185, 210; expositions (1876, 
1926), 160, 159-60 

Philco radios, 107, 115 

Philip Morris cigarettes, 784 

Phillips Petroleum Company, 197 

Phobia (book; Vassos), 25, 135, 137 

phonographs, 50, 105, 111. See a/so record 
albums 

picture frames, 34, 64, 214 

"Pink Flamingo" items, 205, 211, 211, 213, 
214 

pitchers, 177, 211 

Pittsburgh Plate Glass Company, booklet, 
51 

Pla-Pal “Speakeasy” radio, 72, 72 

plastics, 113-19 

playing cards, 97, 98, 99, 135, 140 

Pogany, Willy, 140 
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Poiret, Paul, 15 

Pond's cold cream, 131 

Ponti, Gio, 53 

Ponty, M., 141 

popular Art Deco, term, 9 

Popular Home Craft (magazine), 63 

Porcelier China, 177 

postcards, 134, 159; Horn & Hardart Auto- 
mat, 788; Miami Beach hotels, 207; 
New York skyscrapers, 162, 183, 164; 
New York World's Fair (1939—40), 155, 
169; "Orange Blossom Special," 203; 
Sesqui-Centennial International Exposi- 
tion, 760; Streamliner "400," 757, 156 

posters, 141, 214; Art Deco Society, 44; 
Miami Beach hotels, 208; Zig Zag Bar 
and Grill, 278 

powder compacts, 130, 730, 760 

Preiss, F, 35, 91 

Presto cigarette case, 77 

Primavera (shop; Paris), 17, 21, 26, 90, 91 

Princess Pat cosmetics, 128, 130, 133 

Prohibition, 59, 62, 70, 72 

Pueblo Deco, 199 

Puiforcat, Jean, 35 

Pullman Car Manufacturing Co., Inc., 150 

Pyroxylin, 113, 114 


Quaker Oats, 133 
Queen Mary (ship), 153 
Queens Museum, exhibition, 747 


Radio City Music Hall (New York), 38, 42, 
43, 48, 183, 201; Art Deco exhibitions 
(1974, 1975), 40, 47, 41-42 

Radio Corporation of America. See RCA 

Radio Days (film), 32, 213 

"radio" films, 122 

Radio for the Millions (book), 111 

Radio Girl face powder, 730 

Radio Mirror (magazine), 107 

"Radio Orphan Annie's 1939 Official Secret 
Society Membership Manual," 706 

radio premiums, 73, 106, 114, 150, 152 

radio programs, 105, 706, 107, 125 

radios, 9, 103-11, 755; console models, 
103, 105-7, 108, 110, 111; plastics for, 
114, 115, 115; in retrospective exhibi- 


tions, 38-39, 41, 48; “Speakeasy” model, 


72, 72; table and "Baby" models, 702, 
103, 104, 105, 106, 107, 109, 110, 114, 
115, 176 

Rambusch Co., 216, 217, 217 

RCA (Radio Corporation of America): ra- 
dios, 41, 105, 107, 770, 111, 777, 115, 


176; record album, 733; television broad- 


cast, 164; television set, 177 

RCA Building (New York), 782, 183 

record albums, 39, 98, 125, 133, 134, 142, 
213, 215 

Red Dancer of Moscow, The (book; Gates), 
137 

"Red-Ripe" Tomato Man, 173, 174 

refrigerator jug, 39 

refrigerators: Coldspot, 79, 79, 170; monitor- 
top, 73, 74, 79; Shelvador, 155 

Reisman, Leo, 39, 122 

Renwick Gallery (Washington, D.C.), exhibi- 
tion, 13, 48, 48 

restaurants, 67, 783, 189-91, 790, 191, 
192, 193. See also Automat (restaurants) 

restroom sign, 790 

Revere Copper and Brass Company, 64 

Rhead, Frederick, Fiesta-ware, 88, 88 

R. H. Macy & Co. (department stores}, 53, 
175, 217; chandeliers, 276, 217 

Ribas, F, 141 

Richard Hudnut cosmetics, 130 

Richer, Stewart, 217 

Rincon Annex (San Francisco), 193 

"Riviera" pottery, 88 

RKO Radio, 757 

Roberti, Lyda, 129 

Robertson (architect), 48, 184, 195 

Rockefeller Center (New York), 45, 723, 
168, 782, 182-83, 201, 218 

Rogers, Ginger, 32, 36, 40, 125, 129, 153, 
202 

Rohde, Gilbert, 27, 48, 62, 115; clock, 27 

Roja Brilliantine Hair Lotion, 737 

Ronson lighter, 11 

Roosevelt, Franklin Delano, 59, 98, 101, 
105, 170, 182, 189 

"Rosebud" (Art Deco dealer), 42 

Rothman, Paul, 45 

rouge containers, 728 

Roventini, Johnny, 784 

"Royal Art Pottery" vase, 60 

Royalchrome furniture, 68, 218 

Royal Haeger Pottery Company, 211 

Royal Metal Manufacturing Company, 68 

Royaloid tabletops, 68 

Rubinstein, Helena, cosmetics, 131 

rug designs, 56, 59 

Ruhlmann, Emile-Jacques, 35, 153 

Russell Playing Card Co., 98 

Ryan, David, 37 


Saarinen, Eliel, 56 

Sackin, Les, 213 

St. Louis world's fair. See Louisiana Cen- 
tennial Exposition (St. Louis, 1905) 


St. Paul, Minnesota, 13, 48, 199 

St. Regis Hotel (New York), 137 

Salomé (book; Wilde), 136 

salt and pepper shakers, 76 

San Diego world's fair, 164 

San Francisco, 49—51, 199; architecture, 
lE) IS SS 

San Francisco Art Deco Society, 50, 50 

San Francisco Focus (magazine), 49 

San Francisco- Oakland Bay Bridge, 766, 
167, 189 

San Francisco Stock Exchange, 47 

San Francisco world's fair (1939). See Golden 
Gate International Exposition (San Fran- 
cisco, 1939) 

Santa Anita Potteries, 88 

“Scarab” (automobile), 149, 752, 155 

scarab designs, 29 

Schnier, Jacques, 167 

Schroyer, kitchen illustration, 87 

Scottie motif, 8, 98, 99, 101, 101, 143, 144 

Screenland (magazine), Davies cover, 128 

Seaboard "Silver Fleet" (train), 203 

Sealex Wall Linoleum, 65, 79 

Sears, Roebuck products: chrome furnish- 
ings, 69; Coldspot refrigerator, 79, 79, 
170; Silvertone radio, 48, 107 

Seattle, Washington, 199 

See Chicago—Use Chicago Surface Lines 
(booklet), 758 

Seldes, Gilbert, 772 

Sesqui-Centennial International Exposition 
(Philadelphia, 1926), 159-60, 760 

Seventh Annual of Advertising Art (adver- 
tising album), 142 

Severa, Joan, 38 

shadow lamps. See mood lamps 

"Shadow Waltz" (song), 32; violin, 120 

Shaffer, Stan, 40 

Shall We Dance (film), 36, 42 

Shaw, Winifred, 121 

sheet music, 723, 125, 134, 177 

Shelvador Refrigerator, 755 

ships, 153-57 

Shreve, Lamb, and Harmon Associates, 181 

Siegrist, G., console table, 26 

"Silver Fleet" (train), 203 

"Silver Meteor” (train), 151, 203 

Silver Streak (film), 151 

Silver Streak Big Little Book (book), 151 

Silvertone radios, 48, 107 

Sironi, M., 141 


"Skyscraper Dance" (Vassos), 739, 179-84, 


180 
skyscraper motif, 28, 179-84; binding de- 
sign, 780; bookcases, 48, 62; candy tin, 


180; cigarette case, 77; guidebook, 178; 
magazine case, 63; matchbook, 736; 
perfume bottle, 737; sled, 157; toaster, 
82; tray, 76; vase, 60; woodcut, 28 

skyscrapers, 15, 25, 30, 178, 180, 181, 
181-84, 182, 183, 184, 210 

Sloan (architect), 48, 184, 195 

Small Home (magazine), McNear cover, 144 

Smith, Kate, 704, 105, 107 

Smith, Sanford, 48 

Smith, Whispering Jack, 39 

Smith & Sentes (architects), 199 

Smithsonian Institution, exhibitions, 13, 48, 
48, 186, 215 

snack trays, with Mexican theme, 85 

Sno-Plane sled, 157 

Société des Artistes-Décorateurs, 17 

S-1 locomotive, 749, 150 

songs, 123-25. See also sheet music 

souvenirs, of world’s fairs, 176-77. See 
also matchbooks; postcards 

Sparks-Withington Company, Sparton radios, 
9, 38-39, 107-11, 709, 170 

S.S. Cariba (ship), sconce, 756 

Stage (magazine), 141 

standing ashtrays, 20, 93 

Starrett, Charles, 157 

statuary, 12, 36. See also nude statuettes 

Sterling Bronze Co., table, 26 

Steubenville, dinnerware, 83, 83 

Stewart-Warner radios, 115 

Stout, William, “Scarab” automobile, 149, 
1520155 

stoves, 73, 78-79; toy, 13 

Streamline Moderne, 13, 29, 34, 62, 78-83, 
184, 189, 789, 203 

Streamliner” radio, 702 

Streamliner trains, 749, 150, 750, 151, 156, 
3, 14 

streamlining, 27, 28, 115, 161; applied to: 
furniture, 34, 58, 65, 69, 219; house 
trim, 52; kitchen items, 78—83, 79, 80, 
81, 84; radios, 35, 102, 107, 109, 110, 
111; vehicles, 147—57, 149, 151, 156, 
157, 173, 174; as motif: matchbook 
advertising, 136; packaging, 141; tidy 
cover, 26 

"Streamlining Your Hips and Thighs" (re- 
cord album), 733 

Streisand, Barbra, 34, 37, 38 

Strike Up the Band (musical), 124 

Stromberg-Carlson radios, 105, 107 

Strouse, Charles, 32 

Stuart, Gloria, 207 

Style Moderne, 38 
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Sunbeam products: coffee set, 80; 
Mixmaster, 73, 73, 77 

“Sunset Limited” (train), 151 

"Super Chief" (train), 151 

Sweet Gardenia talcum powder tin, 732 


table: clock, 17; lamp, 22; lighter, 772 

tables, 26, 68, 69, 73, 83, 171 

talcum powder tin, 732 

Tangee Cosmetic Products, 727, 128, 130 

"Tango" pottery, 88 

"Tank" glass. See Depression glass 

Taylor, Doug, Zig Zag Bar and Grill poster, 
218 

Taylor, Robert A., 210 

Teague, Walter Dorwin, 48, 62, 83, 172, 
199; National Cash Register Building, 
172, 172; Sparton radios, 107-11, 709, 
110 

teapots, 63, 89, 171 

television: broadcasts, 164—65, 170; receiv- 
ers, 163, 165, 177 

Terrace Room, Hote! New Yorker, 784 

terra-cotta: facades, 193, 194, 194-96, 795, 
196, 197, 198, 198, 199; table clock, 77 

Texas Centennial Exposition (Dallas, 1936), 
164, 167 

Theatre (magazine), 141 

Tiger, Lionel, 11—12 

Time Present, Time Past (booklet), 204 

toasters, 80, 81, 82 

Town and Country (magazine), 65 

trains, 149, 150, 150-51, 157, 152, 154, 
156, 173, 174, 203 

Transcontinental and Western Airlines, 153 

trays, 76, 85, 204 

Trejur Company, 130 

Tribune Wallpaper Company, booklet, 76 

Tropical Deco, artifacts, 211, 277 

Trylon and Perisphere, New York World's 
Fair (1939-40), 168-70, 169, 170, 172, 
209; as decorative and souvenir theme, 
Al. WS), WS), ees, A, os IS MU tn 
177; on Vogue (magazine) cover, 169 

Tuf-Tex leatherette, 68 

Tulsa, Oklahoma, 13, 48; Okie Deco, 797, 
(S/S), (SE, ER) 

Tulsa Fire Alarm Building, 797, 198 

"Turn-easy" toaster, 80 

"Turnover" toaster, 87 

Tutankhamen's tomb, 21, 92 

20th Century-Fox, 42, 208 

"20th Century Limited" (train), 150 


Ultimo (book; Vassos and Vassos), 25, 135 
Uncle Don radio premium, 152 


— 228 LO ndox 


Underwood Master Typewriter, New York 
World's Fair (1939-40), 173 

Union Pacific Railroad, 150 

U.S.S. Akron (airship), 147 

"Universal" food mixer, 80 

Urban, Joseph, 56, 161 

urea formaldehyde plastics, 114 


Van Alen, William, 37, 181 

Van Doren, Harold, 62, 115 

Van Doren Associates, sled, 757 

Vanity Fair (magazine), 121, 141; Bolin cover, 
140 

Varian, Elayne H., 37, 39 

vases, 16, 18, 21, 35, 60, 92 

Vassos, John, 25, 41, 115, 135-36, 177; 
Contempo, 25, 135, 137; Phobia, 25, 
135, 137; radios, 110, 111, 111; "Sky- 
scraper Dance," 739 

Vassos, Ruth, 25, 135, 737 

Veedol advertisement, 748 

Veribrite porcelain, 189 

Verner's Restaurant (Baltimore), 790, 197 

Vernon Kilns, 35, 88, 182 

Vertigo (book; Ward), 135 

Victor Hotel (Miami Beach), 33, 208, 209 

Victrola phonographs, 50; "tidy cover” for, 
26 

Vincent, René, 140 

Vitrolite glass, 28, 56, 189, 208 

Vague (magazine), 121, 141, 769, 214 

Volkswagen (automobile), 149 

Vondracek, Woody: booklet, 45; posters, 
208 


waffle maker, 80 

Waite Carpet Company, 59 

Waldorf-Astoria Hotel (New York), 45, 123, 
163, 218, 218 

wallpaper, 76 

wall sconces, 71, 156, 217 

Walt Disney Studios/Enterprises, 32-33; 
Fantasia vase, 35; Mickey Mouse prod- 
ucts, 33, 34, 145, 177 

Wander Co., Ovaltine premiums, 73, 106, 
150 

Ward, Lynn, 135; bookplate design, 735 

Ward's (catalog), 86 

Warehouse Market Building (Tulsa), 798, 
199 

Warhol, Andy, 34, 38, 40, 119 

Waring Blendors, 48, 73 

Warner Brothers, 36, 727, 125, 126 

Warren, Harry, 32 

Washington, D.C., 168, 186, 210 

Water, John, 214 


Waterman's Aztec brown ink, 25 

water pitchers, 177, 211 

Waverly Bonded Fabric Company, booklet, 
57 

Weber, Kem, 53, 115 

Weber, William, 46 


"We Do Our Part" (NRA store display statue), 


i2 

Weed, Robert Law, 204 

Weeks, Anson, 122 

Welsh, William, 140 

"We're in the Money” (song), 32, 123 

Werner, Sandra, booklet cover, 204 

West Bend Aluminum Company, 64 

Western Union Building (New York), 40 

Westinghouse Electric and Manufacturing 
Company, 165; refrigerator jar, 39; toaster, 
81 

Westmore cosmetics, 126 

Wheaties cereal box, 750 

White, George, 91 

White, Minor, 141 

Whitehead Metal Products Co., kitchen, 87 

Whitney Museum, exhibition, 46 

Wiener Werkstatte, 21, 159 

Wilde, Oscar, 136 

Willys (automobile), 149 

Wilson, Harry D., 201 

Wilton Company, carpeting, 56 

Wing, Toby, 129 

Wings (magazine), Kent cover, 134 

Winter, Milo, book cover, 754 

Winx eye beautifiers, 130 

wire-haired terrier motif, 99, 101 

Wizard of Oz, The (film), 125, 173, 175 

W. K. Kellogg recipe pamphlet, 8 

Woman's Home Companion (magazine), 141 

women, 24, 91; clothing, 123; hairstyles, 
127-29; makeup, 126-27 

Wonder Bread Bakery, world's fair exhibits, 
161,173 

"Wonder Radio," 107 

World of Tomorrow, New York World's Fair 
(1939-40), 13, 168, 172 

World's Columbian Exposition (Chicago, 
1892-93), 159 

world's fairs, 125, 159—77 

World War I, 17 

World War II, 29, 89, 141—42, 173 

WPA (Works Progress Administration), 195, 
199, 206, 218; lamp, 71; mural, 196 

Wright, Frank Lloyd, 25, 48, 198 

Wright, Russel, 27, 48, 208; dinnerware, 
83, 83; lamps, 71 

Wrigley, Phillip, 149 

Wrigley's Chewing Gum, 133, 186 


Wurlitzer jukeboxes, 186 
Wyeth, N. C., 140 


Yardley fragrances, 131 

Yorktowne Company, 88 

Your World of Tomorrow (booklet; Seldes), 
cover, 172 


Zack, Bruno, 91 

Zenith radios, 107, 708 

Zephyr Club Chair, 279 

zeppelins. See airships (dirigibles) 

Ziegfeld, Florenz, 41, 91 

Ziegfeld Follies, 91; sheet music, 123 

Zig Zag Bar and Grill (nightclub; New York), 
ONE, AAS) 

zigzag motif: facade, 194; floors, 188; table 
lamp, 22; tray, 76; vase, 18 

Zigzag Skyscraper style, 197-98 

Zoomobile (automobile), 147 

Zulu influences, 21 

Zuthoff, A., 141 
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(continued from front flap) 

Russel Wright had begun streamlining and ultra- 
modernizing the everyday items marketed on a mass 
scale that are the subject of this book. Each year, 
clocks, lighting fixtures, radios, telephones, radiators, 
ships, trains, cars, buses, trucks, furniture, vacuum 
cleaners, kitchen mixers, and a great variety of house- 
hold appliances were reintroduced with great fanfare 
in dynamic new looks. 

Since the late sixties, interest in things “Deco” has 
transcended simple nostalgia, making this the para- 
mount classic modern style of twentieth-century 
popular culture. That most museums have featured 
popular, everyday Art Deco objects in their exhibitions 
is testament to their cultural importance, and through 
its comprehensive coverage, this book is intended to 
indulge the enormous interest in this subject. 


ROBERT HEIDE wv JOHN GIL Mami 


Noted experts in the field of American popular cul- 
ture, Robert Heide and John Gilman are the authors of 
the very successful Box-Office Buckaroos, as well as 
Dime-Store Dream Parade, Cartoon Collectibles, and 
Starstruck. They have lectured widely on popular Art 
Deco collectibles, written extensively in national 
publications, and contributed from their own collec- 
tions to numerous important Art Deco exhibits. Their 
next book will deal with home-front World War II 
collectibles. 
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